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INTRODUCTION
Leos Janâcek (1854-1928) composed the S in fon ie tta  in  the  S pring  
o f 1926 (autographed score, u n usua lly , n o t dated). The w o rk  is  in  five 
m ovem ents and is scored fo r fo u r flu tes (fou rth  doubles piccolo), 2 oboes
(2nd doubles cor anglais), 2 c la rine ts (2nd doubles c la rin e t in  E^>), bass
c la rin e t, 2 bassoons, 4 horns, 3 tru m p e ts  in  F, 9 tru m p e ts  in  C, 4
trom bones, tu b a , percussion, 2 teno r tubas in  2 bass tru m p e ts ,
tim p an i, ha rp  and strings. The orchestra tion has in  its e lf been sub ject to 
some specu la tion  as d iffe re n t p u b lica tio n s  o f the score give v a ria tio n s  
such as 3 trom bones and tu b a  (Eulenburg) - m ore usu a l in  Janacek’s 
o rchestra l w ritin g  - and v io la  d'am ore (as in  the  MS b u t la te r a lte red  to 
vio la) in  the th ird  m ovem ent (hence the om ission o f the in s tru c tio n  “ con
s o rd in i « the f irs t o f these po in ts  has some im pact on p a rt-w ritin g  in  the
second and th ird  m ovem ents. Even now  specu la tion  su rro u n d s  the  
speed o f ce rta in  sections in  th is  same m ovem ent - o f the  five  m a in  
e d itio n s  (e.g. E u le n b u rg , W iene r U rte x t 1981) in d ic a te  s p e c ific  
m etronom e m arks w h ich  d iffe r from  others (such as the W iener U rte x t 
(U.E.) 1930 and 1987) and w h ich  in  m any cases were also o m itte d  by 
Janacek h im se lf in  the MS. I t  is  generally accepted th a t Janacek d id  no t 
p roo fread  th e  o rig in a l p u b lic a tio n  ve ry  c lose ly  in  1927 and  th a t 
consequently a num ber o f inaccuracies were never corrected u n til m any 
years a fte r h is  death, i f  a t a ll.
For the purpose o f analysis the version used w ill be the  U n ive rsa l 
E d itio n  (U.E.) based on the  U rte x t o f 1930, a lthough  references w ill be 
made where appropria te  to  anom alies w ith  others, such as the  E u lenburg  
E d ition  (1979) and to the MS itse lf, as one or two o f these anom alies are 
qu ite  s ign ifican t.
The w o rk  is  often presum ed to  be a single com position  o f five 
m ovem ents, each o f w h ich  con ta ins th e m a tic  m o tiv ic  o r rh y th m ic  
references to one o r more o f the o ther m ovem ents: the m ost obvious o f 
these is  the  re -in tro d u c tio n  o f the e n tire  f ir s t m ovem ent d u rin g  the 
la tte r p a rt o f the f if th  m ovem ent, a lb e it w ith  the  resta te m e n t be ing 
“accom panied” by  the fu ll o rchestra  (w hich is  n o t used in  the  f ir s t 
m ovem ent a t all) and the re -in tro du ctio n  o f the n ine trum pe ts  in  C three 
bars from  the end (a suggestion o f K lem perer’s in  a le tte r to  Janâéek o f 
19 Sept, 1927 w h ich  Janâcek appears to have sanctioned, despite the 
re ten tion  - perhaps an oversight on Janâôek’s p a rt - o f the in s tru c tio n  
“ (tacet)” , five bars earlier. H is to rica lly , however, the firs t m ovem ent was 
n o t in it ia lly  conceived by JanàÔek in  the context o f a m u lti-m ovem en t 
w ork  a t a ll - the MS title  is  “Fan fary” fo r the firs t m ovem ent w ith  the 
rem ainder o f the w ork being en titled  separately as “S in fo n ie tta  vo jenska” 
w ith  p rogram m atic  title s  about aspects o f con tem pora ry life  in  B rno 
where Janâcek lived. Indeed, i t  is  possible to  te ll by look ing  a t the firs t 
page o f the  MS o f the second m ovem ent th a t the rig h t hand ve rtica l “1” 
o f “11” was added la te r - the pen stroke is da rke r and th ic k e r th a n  the 
le ft hand stroke. In  add ition  both the fo u rth  and fifth  m ovem ents in  the 
MS are labe lled  as IV. The “F anfa ry” was in tended to be used in  the 
N ationa l Games o f 1926 in  B rno (hence the large num ber o f tru m p e ts  
suggesting an outdoor perform ance) and the rem a in ing  fo u r m ovem ents 
were added la te r in  the same year, and no t a year la te r as is  suggested in  
“Janâcek - Leaves from  h is  L ife ” edited and tra n s la te d  b y  V ilem  and 
M argaret Tausky (Kahe and A ve rill, London 1980, p 159). Consequently, 
a lthough there are m otiv ic cells w h ich  can be said to  be com m on to the 
firs t and second movements, each is  best analysed separate ly and w ith in  
d iffe re n t param eters.
n  - First Movement (“Fanfary”!
The ana lysis o f th is  m ovem ent concentrates on ho rizon ta l m o tiv ic  
cells (a lthough one o r two also app ly vertica lly) w ith in  a tona l fram ew ork. 
There are s ix teen  th ree  p itc h  groups, each o f w h ich  are ro ta tio n a l 
(referred to  as ao, a i^  a2, bo, b i ,  b2 , etc). Intervals, p a rticu la rly  o f a 2nd,
4 th , and 5 th  are s ig n ific a n t in  Janacek ’s own th e o rie s  o f p itc h  
o rgan iza tion  (w h ich  is  explored a t g reater leng th  la te r) as is  the  3 rd  
(m ajor and m in o r be ing o f equal im portance) and some o f these p itc h  
groups are re la ted , e ith e r in  inve rs ion , as a m irro r image o r reversed. 
Janacek p u b lish e d  a num ber o f a rtic le s  and essays w h ich  a tte m p t 
(u n su cce ss fu lly  in  the  end), to  e xp la in  h is  ha rm on ic, m elod ic, and 
rh y th m ic  language. One o f these, w h ich  appeared in  a period ica l e n titled  
“H udebn f L is ty ” V o l. 4, o f 1887) considers tria d s  (a ce n tra l p a rt o f 
Janacek’s ha rm on ic th in k in g ) as chords combined o f two in te rva ls  w h ich  
are e ith e r equal (i.e. bo th  in te rva ls  being o f the same d istance e.g. C -E-
G^) o r re la tive , w hereby the in te rva ls  d iffe r, a lthough there appears to be
no a tte m p t a t ra tio n a liz in g  these as w ould  have occurred d u rin g , fo r 
exam ple, the  H igh Renaissance (where very precise ru les regard ing  the 
use o f in te rva ls  h o rizo n ta lly  were observed). The Table in  A ppend ix  A  
lis ts  a ll fifte e n  p itc h  groups w ith  th e ir ro ta tions: i t  is  in te re s tin g  to note 
th a t Janacek’s n o tio n  o f a th ird  being d iscordant, (and therefore , in  a 
tona l context, subord inate) - referred to in  the same a rtic le  - is  refiected 
in  the fac t th a t the in te rva l o f a 3rd on ly  appears in  seven o f the sixteen 
p itc h  g roups, w hereas the  in te rv a l o f a 4 th  (more “co n so n a n t” in  
Janacek’s view) appears in  ten and the 2nd appears in  eleven. Janacek’s 
reference in  the same a rtic le  in  “H udebni L is ty  IV ” (1887) to  the in te rva l 
o f a f if th  be ing “am biguous” due to its  re la tionsh ip  to o the r in te rva ls  i 
m ay exp la in  its  appearance in  on ly fo u r o f these sixteen p itch  groups. No
1 cf: Janadek as Theorist - Beckerman: Studies in Czech Music
d is tin c tio n  is  m ade betw een m a jo r, m in o r, pe rfec t, d im in ish e d  o r 
augm ented in te rva ls : n o ta tio na l anom alies are discussed in  section V  o f 
th is  paper. Janacek’s own, som ew hat confused, theo ries  rega rd ing  
(vertical) p itch  re la tionsh ips w ill be touched on a t a la te r stage, b u t i t  is 
u n lik e ly  th a t he w ould  have seriously o r consciously devised the ideas o f 
ro ta tio n a l p itch  cells as proposed here. H orizon ta lly , every p itc h  in  th is  
m ovem ent fo rm s p a rt o f tw o o ve rlapp ing  p itc h  groups and the  key 
s tru c tu re  o f the  m ovem ent can also be lin ke d  in  the same w ay. The 
th ru s t o f the ana ly tica l s tudy o f the firs t m ovem ent w ill concentra te  on 
horizon ta l p itch  re la tionsh ips a t th is  stage. The overtly pen ta ton ic na tu re  
o f the p itc h  s tru c tu re  as em phasized b y  the dom ina ting  appearance o f 
in te rva ls o ther than  a 3rd  - a lthough the augm ented 4 th  o f group n  could 
be said to  ind ica te  the existence o f a w ho le-tone scale w h ich  does n o t 
fea ture  to  any great exten t in  the  f ir s t m ovem ent b u t w h ich  is  m ore 
p rom in e n t in  the o the r four) w ill be dea lt w ith  la te r. The m ovem ent 
begins w ith  a seven ba r phrase in  organum  and features p itc h  groups ao,
bo. and c q :
Co
In  bars 6 and 7 bass tru m p e t and tim p a n i feature p itc h  groups bo
and CO in  d im in u tio n : rh y th m ica lly . Exam ple 2 is  s ig n ifica n t as there  are
two d is tin c t cells, the second being the  reverse o f the firs t: the  second o f 
these is  used extensive ly in  the 2nd and 4 th  m ovem ents e ith e r as a
m o to r-rh y th m  (in II) or as p a rt o f a them atic statem ent (in  IV), in  w h ich  
the in it ia l fo u r quavers could be said to  be an extended anacrus is ; the 
firs t o f these cells (bar 6) occurs in  the th ird  m ovem ent (cf b a r 116 f f  a t 
L ’istesso Tempo - rehearsal figure 9) as w e ll as “he ra ld ing ” a t 117 o f the 
5 th  m ovem ent a re tu rn  o f the m ateria l o f the 1st movement:
The opening is repeated a t bars 8-14 b u t w ith  the add itions in  bars 
11 to  13 o f fu rth e r p itch  groups as shown in  Exam ple 3, I t  is  in te re s tin g  
to  note th a t the in te rva l o f a perfect 4 th  appears m e lod ica lly  fo r the  f irs t 
tim e, b u t here i t  is, a t least to the lis te n e r, tra n s ito ry . R h y th m ica lly , 
Exam ple 3 can be seen to be an extension o f JExample 2 w ith  the  a d d itio n  
o f a rh y th m ic  cell as the beginning o f a phrase, o r ra th e r th a n  a t the end 
o f i t -  a feature o f Janacek’s rhy thm ic  language.
:oË
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The en tire  opening fourteen bars are s tr ic tly  pentatonic: the  en tire
pentatonic group E^ >, A ^, D^ > is established in  bars 1 to  3, b u t on ly
re inforced m e lod ica lly in  bars 11 to 13. I t  is also in te resting  to  note th a t 
the same p itc h  group (c) is used w ith  b o th  rh y th m ic  cells (bar 11 and 
13): when heard re trospective ly the firs t o f these appears to have forw ard 
m otion w h ile  the second appears s ta tic .
The p red o m in a n t to n a lity  appears, w ith  the use o f a p e n ta to n ic  
scale, to be based on E^ > m in o r/G ^  m ajor. The am bigu ity between the two
continues a t rehearsal figure 1 despite the in tro d u c tio n  o f a a t ba r 16
a lthough, as w ill be seen la te r, E ^ continues to be the dom ina ting  p itch
centre. E^ > is  p o ss ib ly  the to n ic  o f the  e n tire  w o rk  a lth o u g h  to the
lis tener, th is  appears n o t to  be so due to the  predom inance o f m ajor 
a t the end o f 1 and V.
A t ba r 15 the tenor tubas in troduce  a three note ostina to  repeated 
three tim es us ing  p itch  group e together w ith  its  two ro ta tio n a l va ria n ts : 
a t bars 18 and 19. Exam ple 2 is restated, re in fo rc ing  the n o tio n  o f the
predom ina ting  to n a l centre as E^; the tru m p e ts  in troduce  fu rth e r p itch
groups fo , go , k o , m o , k i ,  lo  and I2  in  ad d itio n  to earlie r p itc h  groups -
h o  appears ve rtica lly  tw ice, and i t  is  o f in te re s t th a t the tria d s  here im p ly
th a t the in te rva l o f a 4 th  is  the consonance (in  lin e  w ith  Janacek’s own 
theories as m entioned earlier) w ith  the 3 rd  as dissonance and th a t the 
firs t invers ion  serves m erely in  a “passing note” context. Exam ple 4:
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The fo u r phrases thus fa r stated are o f seven, seven, five and five 
bars respectively, ye t to the lis tene r the balance no rm a lly  associated w ith  
fo u r and e igh t b a r phrases is s till subconsciously m ain ta ined. R hythm ic 
d isp lacem ent is  a fea ture  o f Janacek’s com positiona l sty le  and w ill be 
touched on again a t a la te r stage.
The as a to n a l centre is  re in forced again a t b a r 20, b u t the  
in tro d u c tio n  o f a G in  trum pets 1-3 a th is  p o in t im p lies a m o du la tio n  to 
E^ > m a jo r ra th e r th a n  the (im plied) E^ > m in o r heard th u s  fa r. T h is  is ,
however, tra n s ito ry  as, a lthough in  one sense the G (and therefore E^) is,
a t firs t g lance/hearing , a reso lu tion  o f w ha t has occurred up  to  th a t po in t, 
the very b re v ity  o f the phrase m akes th is  m odu la tion  tra n s ito ry  as the
phrase could also be said to be in  the dom inant o f m a jo r - the  m a jo r
3rd, being a dissonance, resolving onto a perfect 4 th  (consonance) a t b a r 
25 (rehearsal figu re  2). P itch groups b o , cq , do , h o , jO» k o  and lo  are
re in s ta te d  b y  tru m p e ts  1-9 a t bars 20-24, w ith  the  resta tem en t o f 
Exam ple 2 also occu rring  a t bars 22-24 a m ajor 3 rd  h ighe r and one 
crdfchet b e a t ea rlie r, g iv ing  rise  to the question o f the fu n c tio n  o f the 
anacrusis; in  the  o ther movem ents o f the w ork th is  question is  o f more 
sign ificance.
Thus fa r, the to n a lity  has been centred on E^ > (m in o r/m a jo r). A t 
ba r 11 the  (trum pets 1-9), together w ith  the tends to  su p p o rt the
notion  o f p repara tion  and reso lu tion  in  the same way as the G to A ^ o f bar
20 and 25, and a ll the p rin te d  ed itions o f the score and a ll recorded 
perform ances ce rta in ly  bear th is  ou t; the MS, however, ind ica tes qu ite
d e fin ite ly  th a t the  second quaver o f ba r 11 is an E^ w h ich  places th a t
phrase (11-13) firm ly  in  E^ > m inor, and th a t the subsequent phrase is  a
transpos ition  o f th is  (bars 15-18) a t least in  trum pets 1-3 - again a typ ica l 
com positiona l device o f Janacek’s - the developm ental elem ent be ing the
in se rtio n  o f an extra  ba r a t 16. Conversely, i f  the a t ba r 11 is  correct,
th e  o rig in a l p ro p o s itio n  th a t" ba rs 11-13 is  a “q u e s tio n ” w h ic h  is  
“answ ered” by bars 15-18 is  re in forced by the resta tem ent o f th is  by
tru m p e ts  1-3 a t bars 20-25. S im ila rly , the E^ (m inor) p itc h  centre , 
resolving (however brie fly) to G^ > m ajor in  bars 11 to 15, is  echoed by the
E^ > (major) resolving to A ^ m ajor in  bars 20-25: the E^, a lthough  com m on
to bo th , is  seen bo th  as subordinate to other tona l centres and as a tona l 
centre in  its  own rig h t. I t  is  no t clear, however, w hether Janacek s im p ly  
m issed the  change o f p itch  from  the MS to the o rig ina l pub lished  score - 
h is  p roo fread ing  was know n to  be som ewhat s loppy - o r w h e th e r he 
in tended  the re  to  be a change (he agreed to  K lem perer’s suggestion  
re ga rd ing  the  9 tru m p e ts  a t the end o f the  f if th  m ovem ent). B o th
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poss ib ilities  make m usica l and ana ly tica l sense b u t bo th  pose problem s. 
A t ba r 25 the predom inant p itch  centre sh ifts  to  A ^ (m ajor), a lthough  the
appearance o f and in  trum pets 7-9 in  bars 25-26 cou ld  be said
to  obscure th is  to some extend (in re a lity , however, these are ch rom atic  
passing notes): th is  section is over a double (“ to n ic /d o m in a n t”) fo llow ed 
by a single (“to n ic ”) pedal to ba r 33. The firs t b a r (25) is based upon  the 
equiva lent ba r (15), followed im m edia te ly by a developm ent answ er from
28 to 31 - an extension achieved by in c lu d in g  fo u r extra  p itches (D, D ^, 
C, Bb). Example 1 is re-in troduced a t ba r 30 and heard tw ice fo r the firs t 
tim e in  m ajor - a precursor to an enharm onic m odu la tion  to  E m a jo r
a t 34 - w ith  Exam ple 1 occurring  in  trum pe ts  1-3 in  A ^ m a jo r in  bars
3 0 /3 1  and 3 2 /3 3  b u t w ith o u t the firs t two quavers. T h is , again, poses 
the question as to w hether these form  an anacrusis as suggested by the
p lacem ent o f Exam ple 2 a t b a r 2 2 ^ . The c ro tch e t re s t serves to
“s tre tch ” Exam ple 1 i f  the s ta rtin g  p o in t o f th is  sta tem ent o f Exam ple 2 
were to be taken from  the beginn ing o f b a r 31. The a m b ig u ity  o f p itc h
centre is emphasized by the sim ultaneous use o f two m a jo r 3rds (F^, A^>,
C) - an exam ple o f ‘equal’ in te rva ls  touched upon e a rlie r w ith  the  A ^
being com m on to key centres o f the p itches e ith e r side o f it .  The 
beginning o f the second m ovem ent is  a fu rth e r, m ore s ig n ifica n t exam ple
(B, Ab, F) o f the use o f ‘equal’ in te rva ls  to give m ore to n a l freedom  th a n
in te rva ls  o f a conventional m a jo r/m in o r scale w ou ld  o therw ise suggest - 
and m any o f the p itch  groups o f Table 1 are present in  th is  section. The 
phrase leng ths are three, fo u r and two bars respective ly  to ta llin g  n ine  
bars, bu t, as in  the opening fourteen bars o f the m ovem ent, the  lis te n e r is 
n o t overly aware o f the apparent im balance o f these th ree  phrases in
11
leng th , due p a rtly  to  the  rh y th m ic  d isp lacem ent o f m a te ria l restated 
from  ea rlie r p a rts  o f the m ovem ent.
The A llegro  J'= 72 m arks the beginning o f the cen tra l section o f 
the m ovem ent. The leng th  o f the ba r rem ains the same, b u t the dotted 
m in im  rep lac ing  the m in im , bo th  a t 72 to  the m inu te  (the m etronom e 
m ark ing  here is  Janacek’s own) in  effect in troduces tr ip le t as opposed to 
d u p le t pu lses w ith in  the  bar. The tona l centre a t th is  p o in t is  firm ly  
established as E m ajor: Exam ple 2 now  appears tw ice (stretto) bo th  at its  
by now  established place a t the conclusion o f the phrase (bar 35 to 36) 
and ea rlie r in  ba r 35. The section a t ba r 34 (trum pets 1-3) is  a fu rth e r 
developm ent o f the figure  a t ba r 25, in  th a t the in te rva l o f a perfect 4 th  is 
dom inant, b u t in  th is  case i t  does n o t serve to  resolve an ea rlie r phrase 
so m uch as re in force  the  new to n a l centre. In  add ition , the p lacing  o f 
th is  fig u re  w ith in  the b a r adds fu rth e r rh y th m ic  am bigu ity , as i t  is (at 
least to  the  lis tener) n o t clear as to w hether the B n a tu ra l before the E 
n a tu ra l acts as an (unstressed) anacrusis, o r w he ther b o th  serve as 
anacruses to  the fo llow ing B n a tu ra l in  the context o f a 6 /8  ra th e r than  a 
3 /4  b a r; th e  accom panying o s tin a to  fig u re , also o f five  quavers in  
trum pets 7-9 in  bars 35 and 36, w ould tend to  lend its e lf n a tu ra lly  to  an
accented in  perform ance, th u s  h in tin g  a t a 6 /8  pu lse , ye t the
re insta tem ents o f Exam ple 2 are firm ly  in  3 /4 . O n ly seven p itch  groups 
are used here: a (complete), bo, c q , fo, ho, jO and lo (Example 5:-)
12
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The phrase, again, is three bars in  length. The add itiona l and
m ake th e  phrase p e n ta to n ic , a lth o u g h  in  th is  case th e  o ve rrid in g  
perceived to n a lity  is m ajor, whereas the use o f the penta ton ic scale a t the 
opening o f the m ovem ent is perceived to be m inor. In  a d d itio n , despite 
(in  b o th  instances) the appearance o f a double pedal, th e  h a rm o n ic  
rh y th m  a t 34-36 seems sta tic , whereas a t the beg inning o f the  m ovem ent 
it  appears m ore flu id .
A t b a r 37 the  in te rv a l o f a pe rfect 5 th , h ith e rto  o n ly  ev iden t 
ve rtica lly , appears h o rizo n ta lly  in  a m o tiv ic  sta tem ent fo r the f irs t tim e. 
The to n a l centre rem ains s ta tic  as in  the previous 3 bars, a lth o u g h  the 
re p e titio n  o f the accom panying 5 -quaver figu re  (trum pets 7 ,8  and 9) an 
octave h ig h e r and the appearance o f p itc h  group po fo r the f ir s t tim e
tends to  suggest ever-increasing forw ard m otion. Exam ple 2 and the five 
quaver figu re  now stand alone as o s tin a ti and the appearance o f the la tte r 
in  s tre tto  a t ba r 43ff, as w e ll as a new 2-note ostina to  us ing  p itc h  group 
so . fu rth e r em phasizes fo rw ard  m o tion : ro ta tio n a lly  the  enh a rm o n ic
m odu la tion  bars 42-43 prepares fo r the fu rth e r m o du la tio n  to  a t ba r
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47. The os tina to  figu re  appears in  the context o f bo th  E m a jo r and 
m inor, as bo th  tona l centres on ly exist pentaton ica lly a t th is  po in t.
A t b a r 47 the o rig ina l tempo o f J = 7 2  is restored, a lthough the tona l 
centre o f the m ovem ent has s till no t been arrived a t . Up u n til th is  p o in t
the o n ly  occurrences o f the p itc h  D ^ /C ^  has been e ithe r as a (usua lly
unaccented) passing note or as a subord inated p itch  in  a re la ted to n a l
centre. I t  is  in te re s tin g  to  note th a t m ajor - the “key o f re so lu tio n ” -
does n o t appear again u n til the end o f the fifth  m ovem ent - i t  is  to ta lly  
absent from  m ovem ents 11, III and IV  - and in  the fifth  m ovem ent its  
appearance o n ly  occurs as a re s u lt o f the re p e titio n  fro m  b a r 116 
onw ards o f the  f ir s t  m ovem ent ‘en b lo c ’. There in  lie s  one o f the 
d icho tom ies th a t the  w o rk  poses: the  firs t m ovem ent was in it ia lly  
conceived as a separate  w o rk , ye t, a lth o u g h  the  re m a in in g  fo u r 
m ovem ents (up u n til ba r 116 o f the 5th) have no them atic lin k  a t a ll w ith  
the f ir s t (a lthough  they do w ith  each other) and, p itc h -s tru c tu a lly  the 
co n s tru c tio n  o f these movements does n o t connect a t a ll w ith  th a t o f the 
firs t m ovem ent, the  fin a l p a rt o f the la s t m ovem ent a c tu a lly  serves to 
u n ify  the  w hole  five  m ovem ent w ork : indeed the m a jo rity  o f to n a l
centres in  m ovem ents II and V  are lin ke d  to  those in tro d u ce d  in  the 
open ing m ovem ent. T h is  begs the question  as to  w h e th e r Janacek 
conceived these fo u r m ovem ents II to  V  as a com plete  w o rk  in  
them selves w ith o u t the firs t m ovem ent (as the title , and the  erroneous 
n um b e rin g  o f V  as IV, w ou ld  suggest), or w he ther he in tended  those 
m ovem ents to  be an annexe to the firs t m ovem ent from  the ou tse t, o r 
w h e th e r he p la nned  the  five-m ovem ent w o rk  as a w ho le  b u t fo r 
convenience (or fin a n c ia l reasons, as the w ork(s) seem to  have been 
requested) com posed i t  separate ly as ‘I ’ and ‘II to  V ’. The la c k  o f
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them atic  u n ity  between I and II to V  (up to  b a r 116) ce rta in ly  suggests 
th a t these two pieces were o rig in a lly  conceived separate ly and the fin a l 
section from  b a r 116 onwards is  V  m ay w e ll have been added a fte r a 
decision to s ta rt the w ork w ith  I had been taken. The fac t th a t the  MS o f 
I was stored separately from  II to  V  also supports th is  n o tio n , a lthough  
the in c lu s io n  o f the firs t page o f the second m ovem ent w ith  the  e n tire  
f irs t m ovem ent and no t w ith  the rem ainder does th ro w  some d o u b t on 
th is  hypothesis.
A t bar 49 the tona l centre is  established as m ajor, a lb e it b rie fly
(bars 47 to 52) followed by a lite ra l tra n sp o s itio n  o f these ba rs dow n a 
m in o r 3rd  from  bars 53 to 58. W hat is  u n u su a l is  th a t the  5 -quaver 
ostinato  does no t fo llow  s u it b u t is  transposed a t b a r 53 up  a tone from  
the previous s ix  bars. Th is has the effect o f b lu rr in g  the  re so lu tio n  o f
each statem ent o f th is  ostinato. In  bars 47-52 the concert A ^ is  c lea rly
an unaccented passing note; in c id e n ta lly , the g roup ing  o f these w ith in  
two tr ip le t quaver groups fu rth e r re in forces the n o tio n  th a t the  previous 
statem ent o f th is  m otive in  bars 34 onward was re a lly  in  6 /8  ra th e r than
3 /4  and in  bars 47-52 the em phasis is  c lea rly  on the  concert as an 
accented p itch  w ith  the fin a l p itc h  o f the five  be ing  concert G ^ - the 
tona l centre o f the passage. A t bar 53, however, a lthough  the  concert 
has the  same fu n c tio n  w ith in  the new to n a l centre  o f E ^ m in o r, the 
concert A ^ a t the end o f the five-note figu re  does no t; the  in it ia l concert
and the sta ted fo u rth  in  the g roup  the re fo re  assum e a new
sign ificance. The rh y th m , a lthough  no ta ted  id e n tic a lly  to  th a t o f the 
previous 5 bars w ould, p itchw ise a t least, suggest accented p itches, i.e.
7 J i m  ra th e r than  r  J T l .
> >
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The s ix -b a r phrases from  47 to  58 are divided in to  2 and 4 each 
tim e, ra th e r th a n  equal phrases o f 3 bars. P itch group e assum es 
s ign ificance  in  these s ix -b a r passages, occu rring  n o t on ly  in  the five- 
quaver ostina to  pa tte rns on bass trum pe ts  b u t in  augm entation on tenor 
trom bones. Th is  group also appears in  a th ird  va ria n t (rhythm ica lly) in  
trum pets 7-9 a t bars 49-52 and 55-58 respectively.
A t 59 the double pedal notes featured th ro u g h o u t the  m ovem ent 
now  appear as d o m in a n t/su p e rto n ic  pedal notes i f  m a jo r is  assumed.
The proposal o f m ajor as the im p lied  tona l centre is  suggested by the
Gt> in  tru m p e ts  1 and 2, a lthough  D^ > its e lf is  absent from  the 7-bar
passage. A lte rn a tive ly , i f  the to n a l centre is  A^ > m a jo r - suggested by 
reso lu tion  o f the m otive a t b a r 59 to th a t o f bar 60 and the restatem ent o f 
b a r 60 on fo u r fu rth e r occasions (bars 62-65) - then the G ^ w ou ld  on ly
re trospective ly suggest th a t the Ap “ centre” m ay in  fac t be the dom inant
7 th  o f the Db m a jo r section w h ich  is  arrived a t in  ba r 66. I t  is  on ly a t bar
66 th a t the  “re s o lu tio n ” to  m a jo r a c tu a lly  occurs - n e a rly  three
quarters o f the way th rough  the m ovem ent. A ll the tona l centres h ith e rto  
used act as a m eans o f achieving the “ to n ic ” a t a c lim a tic  p o in t in  the
m ovem ent, ye t leave the lis te n e r w ith  the  no tio n  th a t m a jo r has
always been the “ to n ic  key” o f the m ovem ent. We are presented indeed
w ith  an overw helm ing re^)etition o f m ajor from  ba r 66 to the end (bar
81) - no o th e r tr ia d  fea tu res o th e r th a n  as in c id e n ta l “pass ing -no te ” 
tria d s . If, however, we accept Jana^ek’s own assertion th a t the 3 rd  is  a
dissonance and the  perfect 4 th  a consonance, the  takes on a new
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sign ificance. The F becomes the dissonance, and i f  th a t were removed
the re s u lta n t chord w ou ld  be tw o perfect 4 ths E b -A b -o b  w ith  the  Ab
a c tin g  as an im p o rta n t “overhead” p itc h  in  the  fin a l b a r and the  
dom ina ting  h ighest p itch  - a so rt o f “upper pedal” - in  the o s tin a ti heard 
co n tinuous ly  from  bar 74 onwards in  trum pets 7, 8 and 9. Furtherm ore, 
the  rh y th m ic  ce ll in  tru m p e t 9 in  th is  ostina to  passage begins w ith  a
stressed Eb, and resolves v ia  Ob to another Ab - thus  m aking the o b  a
passing note. The o b -F  in te rva l occu rring  as the second o f the  tw o
cro tchet beats o f th is  ostinato  could also be said to  be unstressed, ra th e r 
than  a re so lu tio n  o f w hat appears to be a discord on the firs t. Janacek’s 
rh y th m ic  placem ent is such th a t no defin ite  answer to th is  is possible.
S im ila rly , the la s t statem ents o f Exam ple 2 from  b a r 73 onw ards 
end on a o b , w ith  the F, a lthough audible, no t being the p itch  the lis te n e r 
hears la s t (p a rtic u la rly  re levant in  the la s t bar); the F cou ld  be sa id  to 
resolve to  D b . The Eb on ly  occurs in  tru m p e t 9 in  b a r 81 w h ich  
a u to m a tica lly  precludes i t  from  sounding p rom inen t to the lis te n e r, b u t 
w h ich  serves to  question  w he the r Eb is  the to n a l centre o f the  e n tire  
m ovem ent. The m ovem ent w ould  then end on the fla ttened lead ing  note. 
(N.B - the Eb in  tru m p e t 9 in  ba r 69^ is a m is p rin t in  the UE ed ition).
The p e n ta to n ic  scale is  in  its e lf n o n -d ia to n ic , as th e re  is  no 
recognisable to n ic : the la ck  o f sem itones reduces the harm on ic op tions. 
Janacek p a rtly  solves th is  problem  by crea ting  o r developing th e m a tic  
m a te ria l derivable from  a pentaton ic line  b u t fo rc ing  augm ented in te rva ls  
and sem itones in to  pentaton ic scale, as shown in  Exam ple 6 :-
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This assumes greater significance in  subsequent m ovem ents b u t it  
is  w orth  n o tin g  th a t the Et> is com m on to the  antecedent, tra n s itio n a l 
and re s u lta n t chords. In  a d d itio n  these th ree  chords close ly resem ble 
the M oravian scale w hich is a series o f fo u r pa irs o f sem itones: A ^-B ^b^ C
n a tu ra l-O b , E ^-Fb, G n a tu ra l-A ^. This scale is , in  itse lf, a fea tu re  o f the 
p itch  organisation o f th is  w ork.
in  - Second Movement
W ith  regard to  the rem a in ing  fo u r m ovem ents o f the  S in fo n ie tta  the 
ro ta tio n a l p itch  groupings theory proposed fo r the  f irs t m ovem ent is  n o t 
p a rtic u la rly  re levan t, a t least u n til b a r 119 o f V  w hen the  th e m a tic  
m a te ria l o f I is  resta ted  in  its  e n tire ty , a lb e it o rch e s tra lly  e labora ted  
upon. As these fo u r rem ain ing movem ents were conceived as sections o f 
a com plete ye t separate w ork, a t le a s t in  th e  s h o rt te rm , th e re  is  
considerable evidence o f m otiv ic  and them atic  references between them . 
In  add ition , some o f the 3 -p itch  groups used in  I re cu r a t the beg inn ing
o f II b u t w ith in  the context o f a whole-tone scale ra th e r th a n  as 3 -p itc h  
groups in  th e ir own rig h t.
One c h a ra c te ris tic  o f in te re s t is  the apparen t random ness o f 
enharm on ic tra n sc rip tio n , e.g. the usejjph in  V ln l,  V ia, V ic, and DB in  
bars 2 and 4 o f II as w e ll as the E n a tu ra l o f bar 1 by trom bones w h ich  
im p lies a harm onic tendency towards B m ajor as against m in o r in  the
strings. There is, however, evidence to suggest th a t the is  n o t random
b u t is  a p recursor to the firs t tona l centre o f the m ovem ent (A^ m inor) a t
b a r 5 - the concert A^ > and B^ o f the c la rine ts support th is  - whereas E 
n a tu ra l w ou ld  n o t be correct in  th is  context (a lthough, in  the w hole-tone 
scale used in  bars 1-4, the p itch  E^, w h ich  w ould fu rth e r s treng then the
case fo r the p reva iling  to n a lity  being A ^ m inor, is to ta lly  absent).
I t  w ou ld  appear th a t Janacek is de libera te ly a tte m p tin g  to  avoid 
dependence on dom inance by any one specific tona l centre. The V io lin  
S o n a ta  (1914-21) also has evidence to  su p p o rt th is  p ro p o s itio n  and 
com parison between th is  w ork  and the S in fon ie tta  in  th is  con text (both 
be ing  la te  pieces) w ou ld  be o f in te rest. Th is n o tio n  o f a m b ig u ity  also 
extends to  rh y th m  and the p lacing  o f stressed and unstressed beats 
w ith in  the confines o f w e ll established m etric  fram ew orks and, a lthough  
a s tu d y  o f th is  as a separate issue is beyond the rem it o f th is  paper, such 
events do have a bearing on the re la tive significance o f p a rtic u la r p itches 
in  re la tion  to  others and to the preva iling  tona l centre o f the tim es w hen 
such events occur.
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Beckerm an, in  h is  tre a tise  on “Janacek as T heo ris t” (pp 30-31) 
asserts th a t Janàëek is  m ore concerned w ith  “sound o f an in te rva l in  its  
rea l con text no m a tte r how  i t  is no ta ted” . In  the firs t volum e o f studies 
o f Janâ^ek’s theo re tica l w orks in  1968, the Czech a u th o r Zdenek Blazek 
(cf. Beckerm an p 79) asserts th a t the notion  o f the in te rva ls o f Example 7 
below, however aw kw ard ly they m ay appear to  be in  term s o f no ta tion , 
are s till, in  JanâÔek’s m ind , a un ison, octave, perfect 5 th  and the m ajor 
3 rd  respectively. Th is suggestion is  explored fu rth e r in  Section 5 o f th is  
paper b u t i t  is  by no means ce rta in  th a t such notated in terva ls are sim ply 
w ha t they appear to be aura lly .
V e rtica lly , such com binations o f p itches indeed sound quite d ia ton ic  and, 
in  the  c lass ica l (d ia ton ic) sense, consonant: however, i t  seems th a t 
Janacek de libera te ly used such no ta tiona l “q u irks ” to emphasize n o t on ly 
the  ce n tra l to n a lity  o f any p a rtic u la r section, passage or b a r b u t th a t 
d iffe re n t to n a l centres are in  fa c t (sim ultaneously) layered h o rizon ta lly , 
som etim es o ve rlap p in g  w ith  p reced ing  o r succeeding ba rs a n d /o r 
phrases, som etim es to ta lly  in  synchron iza tion , m uch as in  the  events 
m a rk ing  the passage o f the m oon d u rin g  a to ta l or p a rtia l so la r eclipse, 
b u t in  such acceptable. The firs t five bars o f the second m ovem ent o f the 
S in fon ie tta  illu s tra te  th is . JanâÔek’s use o f a w hole-tone scale in  th is  and 
o th e r m ovem ents o f the  S in fo n ie tta  is , i t  seems, in tended to  co n tra s t
w ith  o the r passages in  a m ore c learly  defined tona l centre such as
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m inor; the use o f such a scale, however, also serves as a p repara tion  to  an 
eventual reso lu tion  to a tona l centre n o t included in  the w hole-tone scale. 
B ar 74 to  85 o f the second movement o f the S in fon ie tta  is  a case in  po in t:
the re so lu tio n  is  to (major) in  b a r 86 w h ils t de libera te ly avo id ing  the 
p itch  Eb in  the twelve bars im m ediate ly preceding bar 86.
The whole-tone scale o f bars 1 to 5 (A^, A ^ /B b , C, D, E /p b , F^) and 
the w ay these bars are notated im plies a m odu la tion  to  B m a jo r/m in o r 
(bars 1-2, trom bones), F m a jo r/m in o r (bars 3-4  trom bones) o r Ab m in o r 
(strings, bars 2 and 4).
In te re s tin g ly , these th ree  p itch e s  encom pass tw o  equa l 
in te rva ls  o f a m in o r th ird  (aurally), the actua l reso lu tion  appearing to  be
h a lfw a y  between the two extremes, i.e. Ab m inor, arrived a t in  b a r 6; b u t
the A  n a tu ra l (ra ther th a n  Bbb) serves, a t least n o ta tio n a lly , to  b lu r  the
absolute ce rta in ty  o f such a s in g u la r tona l centre. Janâcek seemed to 
view  each p itch  as having the p o ss ib ility  o f being a p a rt o f m ore th a n  one 
to n a l centre  s im u ltaneous ly , and n o t o n ly  in  te rm s o f co n ve n tio n a l 
m a jo r/m in o r to n a lity . H is theories re ly  heavily on h is  preoccupation  w ith  
the im portance o f in te rva llic  connections. T h is  in troduces the  p o s s ib ility  
th a t Janacek was, in  h is  own way, exp loring  the concept th a t a ll p itches 
are o f equal va lue in  re la tion sh ip  to  a ll o the r p itches o f the  ch rom a tic  
scale, b u t always w ith in  an au d ib ly  “to n a l” context, ra th e r th a n  b y  the 
deliberate eschewing o f to n a lity  being explored by h is  contem poraries in  
the  Second V iennese School a hundred  o r so m iles away. There is  no 
recorded evidence th a t Janacek had any con tact w ith  Schoenberg, Berg 
or W ebern; in  any event, i f  Janàëek was e xp lo ring  th is  concept, the  
n o tion  o f the chrom atic passing-note w ou ld  become to ta lly  irre le v a n t as
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the use o f the  te rm  im p lies  the greater s ign ificance  o f tw o o r m ore 
d ia to h ica lly  unconnected pitches su rround ing  such an event in  re la tio n  to 
each o ther. The S in fon ie tta  and the V io lin  Sonata bo th  have num erous 
exam ples to  su p p o rt th is  assertion . In  the fo u rth  m ovem ent o f the
S in fo n ie tta  the  p redom inan t to n a l centre n o ta tio n a lly  appears to  be A^ >
m ino r - indeed the m elodic line  in  the horns support th is , ye t the oboes, 
w ith  the  same m elody doub ling  the horns, are nota ted d iffe re n tly , as 
shown in  Example 8 below :-
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I t  is  tru e  th a t in  th is  p a rtic u la r instance there is  no evidence in  the
bars im m ed ia te ly  preceding th is  oboe e n try  o f a lean ing  tow ards
m a jo r/m in o r, ju s t as in  the la s t m ovem ent o f the V io lin  Sonata (bars 65- 
81) there is  a key signature  o f 5 sharps, ye t w ith  bo th  v io lin  and p iano
parts being notated in  A^ > m inor, even to the p o in t o f in c lud ing , in  b a r 77, 
a in  the v io lin  p a rt fo r no im m ediate ly apparent reason.
A m b ig u ity  o f to n a lity  is  also very w e ll dem onstrated in  the  th ird  
m ovem ent o f the S in fon ie tta . The end o f the second m ovem ent is  very
clearly in  A ^  m in o r and the beginn ing o f the th ird  m ovem ent appears to
the  lis te n e r to  be over a dom inan t pedal. Th is  n o tio n  is  fu rth e r 
supported b y  the use o f chord V I in  m ino r in  the m iddle o f the  firs t
bar. Yet the phrase ends w ith  a p lagal cadence in  m a jo r (unless the
rea l to n a l centre is  A ^ m inor, in  w h ich  case the cadence is  im perfect).
Th is p o s s ib ility  is  due to  the (audibly) apparent reso lu tion  o f the  second 
phrase, bo th  a t its  h ighest po in t p itchw ise in  ba r 5 and the appearance o f
chord Ic  in  A ^ m ino r a t the end o f ba r 6.
I f  the  n o tio n  o f m a jo r/m in o r d ia ton ic ism  is ignored, and in  its  
place the M oravian scale s ta rting  on E ^ (from  the fo u rth  cro tche t o f ba r 2
onwards) is  superim posed, the firs t phrase w ould indeed have E ^ as a
to n ic  ra th e r th a n  as a dom inant o f A ^ m ino r (i.e. the M oravian scale o f
E b-pb, G-At>, B b -cb , D -E^): add itiona lly  the D n a tu ra l in  b a r 2 (v io lin  and
cello) w ould  not, therefore, be an unaccented chrom atic passing note (as 
Janacek m ay, as sta ted  p rev ious ly , have abandoned th a t concept 
a ltoge the r by de fau lt) b u t an in te g ra l p a rt o f the phrase. T h is  also 
in troduces the question  as to w he ther the- rh y th m ic  s tru c tu re  o f th a t 
phrase im p lie s  the  use o f an anacrus is  o r no t: the  p la c in g  o f the 
q u a ve r/d o tte d  c ro tch e t (a p redom inan t rh y th m ic  fig u re  o f th e  e n tire  
th ird  movement) occurs ju s t as frequen tly  on the cro tchet beat as i t  does 
between them . In  add ition , the firs t m ovem ent ends qu ite  d is tin c tly  in
D^ > m ajor, ye t s ta rts  in  E^ > m inor - w h ich  im plies th a t there is a danger o f 
a retrospective assum ption (after lis te n in g  to the movement) th a t E^ > and 
A^> become the superton ic and dom inant respective ly to the  estab lished 
to n ic  o f Dt> m a jo r. The same is  tru e  in  the f if th  m ovem ent - ye t
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th ro u g h o u t the b u lk  o f the w ork  m ajor is  de liberate ly avoided, and
m in o r (together w ith  the  as its  dom inant) takes on the ro le o f the
p re va ilin g  “ to n ic ” o f the  w ork . Indeed, in  the second m ovem ent, D^ >
m a jo r is  o n ly  a rrived  a t fo r the firs t tim e a t ba r 1 6 4  2 and then  on ly 
b rie fly , the  phrase o f fo u r bars ending w ith  an im perfect cadence (in th is  
case IVb-V) in  A^ > m inor.
A t th is  p o in t i t  w ou ld  be o f in te re s t to  id e n tify  and analyse the 
th e m a tic , h a rm o n ic  and rh y th m ic  m a te ria l used in  th e  second 
m ovem ent. Ten p rin c ip a l th e m a tic /m o tiv ic  ideas can id e n tifie d  in  th is  
m ovem ent, a lth o u g h  some are a c tu a lly  derivatives o f m otiv ic  elem ents o f 
some o f these te n  exam ples. Exam ple 9 is  a re cu rre n t fou r-no te  figu re  
w h ich  serves a lm ost exc lus ive ly  as a m o to r-rh y th m , and the  p itches 
invo lved are derived fro m  two o f the p itch  groups used in  the  f irs t 
m ovem ent a lth o u g h  there appears to  be no de liberate  connection w ith  
th a t m ovem ent: the tw o p itch  groups form  m ost o f a whole-tone scale.
Exam ple 10, f irs t heard as an accom panying figure  on trom bones 
and bassoons, serves in it ia lly  to  underpin h a rm o n ic a lly  the  o ve rtly  
rh y th m ic  n a tu re , b u t is , in  fact, possib ly the m ost s ig n ifica n t m otive o f 
the e n tire  m ovem ent in  term s o f d iscussion  o f the stressed /u n s tre sse d  
placings /  J /T  J . o f w h a t are, essentia lly, cadentia l events.
J L : M I
2 All bar numbers are counted with 1st/2nd time bars having the same number; i.e. 8A, 8B, 90A, 91 A, 90B, 91B, 
92,93, etc
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The p itches used in  th is  f irs t appearance o f Exam ple 10 seem to 
ind ica te  V yd  in  B m a jo r/m in o r - probably m ino r ju d g in g  b y  the frequency
o f concert D in  the c la rin e t m otive Exam ple 9 - b u t Exam ple 9 its e lf 
suggests n o t on ly  an extended trito n e  (a trito n e  is  h a lf o f a w ho le -tone  
scale) b u t an in d ica tio n  o f the dom ina ting  to n a lity  o f the  c la rin e t p a rt
being e ithe r F m inor or, i f  and were notated and A ^ , B m ino r.
I t  is in te resting  to note th a t the s trings ’ use o f B ^, D^ > and (ra th e r th a n
E n a tu ra l) suggest th a t the actua l tona l centre is  ha lf-w ay betw een the
two, i.e. A ^ (m inor). The case fo r F m in o r is weakened som ew hat by the
absence o f C n a tu ra l (w hich w ould also be inc luded  in  the  w ho le -tone  
scale proposed here), as is  the case fo r B m a jo r/m in o r i f  the  M oravian
scale based on B (B, C, D ^, E, F^, G, A ^, B) were employed. Bars 3 and 4
use the same whole-tone scale b u t w ith  the F^ m issing  and the C n a tu ra l 
included.
The case fo r both  can be .argued equa lly (the o ther p itc h  com m on
to bo th  - G n a tu ra l - is also absent): the argum ent fo r A^ > m in o r is  o n ly
fin a lly  a rrive d  a t a t ba r 5 and 6, th u s  in d ic a tin g  th a t b a r 1-4 are 
prepara tions fo r the estab lishm ent o f th is  to n a l centre b y  the  tra n s ito ry  
h in t o f two others both  a m ino r 3rd  (aurally) a p a rt (c.f. e a rlie r reference 
to  equal in terva ls).
A t th is  p o in t there is  a statem ent o f a d is tin c tly  th e m a tic  m otive. 
Exam ple 11, w h ich  in  itse lf, incorporates the rh y th m ic  ce ll o f Exam ple 
10. The accom panying figure in  bo th  c la rine ts  and in  oboe 2 also m ake 
references, in  bars 6 and 8A, to  Example 10.
Il)
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Bars 10 and 11 see a rh y th m ic  va ria tion  to p a rt o f Exam ple 11, the 
la s t two notes o f w h ich  take on a more s ign ifican t role as the m ovem ent 
progresses. A t ba r 13 (rehearsal figure 1), Example 11 appears again on 
piccolos and flu te s  in  w hat, a t firs t glance, w ould appear to be B m a jo r -
e n h a rm o n ic a lly  th e  re la tive  m a jo r to  the  m in o r cen tre  o f the
preceding passage - b u t the ending o f th a t phrase on D ^-E  u s in g  the
rh y th m  o f Exam ple 10 im p lies th a t the phrase is  a c tu a lly  in  E m ino r. 
The accom panying figu re  on trom bones, however, now transposed up  a
sem itone from  bars 5 to  8® im p ly  n o t on ly E m ino r b u t also a possible 
cadentia l event in  A  m ino r (as the figure in  bars 5 to  8® there underp ins
A^> m ino r). The one p itch  w h ich  w ou ld  determ ine beyond reasonable
d oub t w he the r the to n a l centre is  E m ino r, B m in o r or A  m in o r - a G 
n a tu ra l - is  absent from  th is  fo u r-b a r section u n til the la s t quaver in  ba r 
16: its  appearance a t th a t p o in t - on an unstressed p a rt o f a b a r in  a 
passage w h ich  does n o t question the p lacing o f the stressed notes - could
be viewed e ith e r as a passing-note o r as a reso lu tion  o f A ^ m ino r, i f  on ly
flee ting ly : Janâôek's use o f “delayed” cadence po in ts  a t the  end o f the  
second m ovem ent are w e ll know n. I t  is  n o t certa in , however, w he the r 
he in tended th is  G n a tu ra l to fu n c tio n  in  th is  way a t th is  p o in t o r no t. 
The re -in tro d u c tio n  o f p a rt o f Exam ple 11 on oboes in  ba r 10 is  as the
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second b a r o f a fo u r-b a r phrase begun a ba r ea rlie r on flu tes and piccolo, 
and is  re in forced by the doub ling  o f the firs t tw o quavers o f b a r 10 by 
these instrum en ts. Example 10 appears sequentia lly in  bars 16 to 20 as a 
them atic  idea and as a connecting phrase to a re p e titio n  o f Exam ple 11 
a t bans 2 If f ,  b u t the accom panying two figure  m otive is also o f in te rest. 
The no ta tion  o f th is  passage appears curious - the in te rva ls  appear to be a 
succession o f d im in ished  fo u rth s , in terspersed w ith  one repeated m a jo r 
3 rd , w h ich  supports  the assertion  made in  Exam ple 7 (and to  some 
exten t 8) th a t Janâôek in tended  to  d ispe l the  n o ta tio n a l concept o f 
d ia ton ic ism  w h ils t re ta in in g  i t  aurally. On closer inspection  o f each ba r 
and o f the fo u r bars 17 to 20 as a whole, i t  appears th a t each o f fo u r
pitches im p ly in g  m in o r (F^), G n a tu ra l, A ^, Bt>) are absent fo r one ba r
each (the G n a tu ra l is absent in  two) and th a t bars 17 and 18 (had the
m issing p itches G n a tu ra l in  17 and B ^ in  18 been included) w ou ld  each
have been octa tonic. Some evidence o f the p o ss ib ility  o f such a scale (6 
o f the 8 pitches) appears in  ba r 19, b u t there is  no evidence to  suggest 
th a t Janacek considered u s in g  such a m ethod o f p itc h  o rgan iza tion  - 
indeed, i t  is  h ig h ly  d o u b tfu l th a t he w ou ld  have been aware o f its  
existence. In  ba r 20, the p roposition  is  firm ly  re fu ted as, a lthough  there 
are indeed three pa irs o f sem itones (more lik e ly  belonging to  a M oravian
scale) the in te rva l between G n a tu ra l and B^ >, the in c lu s io n  o f an F n a tu ra l
and the absence o f A  n a tu ra l m ake the p o s s ib ility  n on -ex is ten t. A t no 
stage d u ring  those fo u r bars is the use o f a w hole-tone scale in  evidence, 
as the  p redom ina ting  p itc h  in te re s t centres a round  sem itones, despite 
the am biva lent to n a lity  o f these bars. A t b a r 21 there is  a re tu rn  to  the 
them atic  sta tem ent o f bars 5 to 8A, th is  tim e  m ore fu lly  o rchestra ted . 
There is  also a m ediant pedal im p lied  on v io las and c la rin e ts  in  bars 21 
to  24: again, an im perfect cadence appears a t 24A b u t is resolved in  ba r 
24B by a plagal cadence. In  bars 25 and 26 the appearance o f a G n a tu ra l
2.7
n o t o n ly  re in fo rces the  n o tio n  o f A^ > m in o r b u t serves as a m eans o f
in tro d u c in g  v ia  (cellos, double basses and trom bones) in  bars 27 and 
28 a stepw ise tra n s itio n  to  the in tro d u c tio n  o f a new to n a l cen tre  (E 
m a jo r/C ^  m inor) a t ba r 30. Bar 29 sees the ré in tro d u c tio n  o f Exam ple 9
b u t in  E m a jo r - the concert being an enharm onic co n tin u a tio n  o f the
G^ o f bars 26 and 27.
A  v a ria n t o f Exam ple 9 in  in troduced s im u ltaneously  in  b a r 30 in  
augm entation as p a rt o f a them atic e n tity  on 1st flu te  and 1st oboe, over 
an ostina to  accom panying figure (Example 9). The m elodic fram ew ork o f 
th is  passage is firm ly  in  E m ajor b u t the underly ing  harm onic im p lic a tio n  
rem ains less firm ly  in  th is  key, suggesting a dom inant o f B m a jo r in  b a r
30, m in o r (w ith  the in tro d u c tio n  o f a B^) in  ba r 31 and B m a jo r in  ba r 
32, a lthough the B ^ in  31 could be said to be a chrom atic passing note (as 
could the A ^ in  32), th u s  keeping the whole passage in  E m ajor; however, 
i t  seems m ore lik e ly  th a t the inc lus ion  o f a ll fo u r p itches A  n a tu ra l/A ^ /B  
n a tu ra l/B ^  a t various po in ts in  th is  phrase (30-33) suggests a s im u l­
taneous reference to  bo th  m elodic and ha rm on ic  fo rm s o f m in o r.
M oreover, i f  the firs t p itc h  o f the v io lin  os tina to  in  each b a r 30  to  35 
were to  be taken in  iso la tion , the re su lt is e ithe r a M oravian scale based
on F^ o r the fin a l five p itches o f m a jo r/m in o r (m elodic): indeed, a ll
the  p itches o f the m a jor scale occur in  the  ostina to  passage in  ba rs
30-34 , a lthough  doub t as to w hether m in o r o r E m a jo r is  in te n d e d  
again arises in  ba r 35.
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A t b a r 36 the  p itch  group n a tu ra l-D  n a tu ra l-E  appears on
c la rin e ts  (Exam ple 10 restated) - the  concert B ^ being a log ica l step
from  the  p revious b a r ra th e r th a n  concert A^* w h ich  w ou ld  be m ore 
consistent w ith  subsequent bars. The same m otive is  repeated a t b a r 37 
b u t w ith  A ^ rep lacing B^, as the ré in tro d u c tio n  o f the them atic m a te ria l
form  3 0 ff a t ba r 38 is clearly in  E m ajor, i f  the A ^ o f ba r 37 is a chrom atic
accented passing note. Three o f the p itches firs t stated in  b a r 2 appear 
in  ba r 37 f f  (there is no B n a tu ra l a t bar 2) b u t the im plied tona l centre o f 
C m a jo r a t th is  p o in t ra th e r than  B m in o r is  d iffe re n t from  any o f the 
tona l centres im plied a t bar 2; the one s im ila rity  is th a t G m a jo r could be 
seen as the reso lu tion  o f the two previous tona l centres (thus im p ly in g  E
m a jo r in  3 Off ra th e r than  m inor), b o th  o f w h ich  are e q u id is ta n t in
opposite d irections from  it, i.e. E and B. The them atic idea o f b a r 3 0 ff is 
restated in  its  e n tire ty  from  bar 38 to  43 on ly  in  G m a jo r and w ith  the 
firs t in te rva l being a drop o f a perfect 4 th  ra th e r than  a sem itone a t the 
equiva lent p o in t (bar 34 /35 ). I f  the p itch  o f the ostina to  accom panim ent 
in  each o f bars 41-43 were to be taken in  iso la tion , the re su lt w ou ld  be a 
restatem ent o f the firs t three pitches o f ba r 30. I f  the A  n a tu ra l (concert) 
o f ba r 44 were to  be taken in  the same context, then th is  w ou ld  echo the 
fo u rth  d iffe re n t p itc h  o f th a t th e m a tic  m a te ria l. A t th is  p o in t the  
p re d o m in a tin g  to n a lity  (bars 39 to  44) appears to  be e ith e r D
m a jo r/m in o r or E m inor: E m ino r is  h in ted  a t by  the appearance o f a
in  b a r 39 and D (major) by a a t 43. A t 44 the reference to  a to n a l
centre o f D m in o r ra th e r than  D m ajor predom inates, b u t the B^» w h ich  
could be given as the reason could equally be said to be in  p repara tion  fo r 
the tona l centre sh ifting , in  ba r 45, to B^ > m ajor. The tona l centre o f the
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entire  passage, p lu s  the in c lus ion  o f E na tu ra l, could be seen in  term s o f a 
reference to  the  w hole-tone scale w h ich  occurs la te r.
A t bars 45-48 there appears to be an erro r in  the U niversa l E d itio n  
score w h ich  was overlooked by Janacek in  1927 and w h ich  was fa ith fu lly  
reproduced from  1930 to 1981 w ith o u t correction: in  la te r ed itions, the 
cello and double bass pa rts  are indeed changed over in  these fo u r bars
(e.g. E u lenburg  and in  post-1981 UE editions) and the in  the  double
bass p a rt is  om itted  altogether. The MS, however, shows the o rig in a l UE 
ed ition  to  be correct: in  the MS the ve rtica l stroke shows th a t the  F and
Bt> should be in  the Cello p a rt as w ell - unless the B^ > is an accidental dot.
Exam ple 12:
3 0
Janâéek h im se lf m ay have in tended  the cellos to have the  m elodic 
lin e , b u t the  MS c lea rly  ind ica tes otherw ise - the rem a inde r o f the  MS 
shows no s im ila r s itu a tio n  in  w h ich  the  in s tru m e n ta tio n  o f a b a r or 
passage is  in  doubt.
A t ba r 48 there is  another v a ria n t in  the in te rva llic  s tru c tu re  o f the 
m elodic idea com pared to  the same place in  e a rlie r sta tem ents (bars 
3 2 /3 3  and 4 0 /4 1  respective ly - th is  m a te ria l is trunca ted  a t b a r 48 and
resta ted in  B /C ^  m a jo r a t 49, (w hich also shows ano ther exam ple o f
enharm onic am biguity). There is a p o ss ib ility  th a t the cello p a rt o f ba r 49 
being in  B m a jo r m ay have been de libera te  on the p a rt o f Janacek fo r
p ractica l reasons: the in te rva l G n a tu ra l-G ^ - a d im in ished octave - w ould  
be more d iffic u lt to p itch  than  G n a tu ra l-F ^  and any doubt as to w h a t was
expected (e.g. the G n a tu ra l being ju s t th a t ra th e r th a n  an in tended G^ >
b u t w ith  the accidenta l m issed o u t w ou ld  be removed. If, however, the 
assertion th a t bars 45 to  48 be ing in c o rre c tly  reproduced is  va lid , the
argum ent fo r F^ ra th e r than  G^ becomes irre levan t, p a rtic u la rly  w hen the
double bass p a rt has a s im ila r leap o f an ascending d im in ished  octave a t 
the same p o in t (or a sem itone down i f  the  two pa rts  were changed over).
The in te rva l o f to B ^ in  the cello line  a t b a r 5 1 /5 2  fu rth e r underm ines
the need fo r the previous two bars to  be in  B m a jo r fo r accu racy o f 
perform ance as regards in to n a tio n .
The P iù Mosso a t b a r 53 in tro d u ce s  an o th e r exam ple o f to n a l 
am bigu ity, in  th is  instance concerning the  harm onic u n d e rp in n in g  o f the
new m elodic m a te ria l stated tw ice  (bars 53-55  and 5 6 -5 8 ^"^ ). In  th is
case the  h a rm on ic  change is  an in te g ra l p a rt o f the  p re va ilin g  to n a l
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centres in  b o th  3 -b a r phrases (V in  m a jo r and I in  A  m a jo r
respective ly). There is  no reso lu tion  o f the dom inant seventh as such: 
the A  m a jo r passage is  no t intended to serve th a t purpose b u t ra th e r as a 
tem pora ry re lie f o f the harm onic tension o f the previous section. The 
te ss itu ra  re in forces th a t no tion  as does the statem ent o f Exam ple 9 by
flu tes, also in  A  m ajor. The (violas) in  ba r 57 is s im p ly the sharpened
4 th  o f a m a jo r scale, a device already used at various po in ts  th ro u g h o u t 
the w o rk  to  superim pose the idea th a t a whole-tone scale can, a t least in  
pa rt, fu n c tio n  ju s t as easily w ith in  a tona l-d ia ton ic context as can a m a jo r- 
m in o r one. As in  a ll o ther statem ents o f Example 9 the fo u r-p itc h  m o tif 
always avoids the ton ic, even i f  no dua l- or m u lti-to n a l centre is  im p lied .
A t the  re tu rn  to A ^ minor-D^ m inor a t rehearsal flgu re  4 (bar 5 8 ^),
i t  shou ld  be recognized th a t any apparent leaning tow ards A ^  m in o r is 
re trospective  and th a t the fo u r p itches used in  the  f ir s t  ph rase  in  
p a rtic u la r (E^>, A^>, D^) are common to both tona l centres. A m b ig u ity
is  increased by the absence, fo r 10 bars, o f bo th  (the p izzica to  chord
in  the  upper s trin gs  a t 5 8 ^) together w ith  the A ^ and (concert) in
c la rin e ts  I and II, and by the ostinato bass pa tte rn  w h ich  uses Dt> m ore
th a n  the  o th e r three p itches (Cb, E ^, F^) and w h ich  cou ld  be sa id  to
em phasize the  argum ent fo r Db m inor, w h ils t the pen ta ton ic  phrase in
v io lin s  I  and 2 in  bars 59-67 im plies, w ith  the Eb in te rva l ac tin g  as an
anacrusis, Ab m inor. The inc lusion  o f Fb in  bars 6 7 /6 8  could equa lly  be
said to  ind ica te  Db m inor, p a rticu la rly  w ith  th a t phrase ending on o b , b u t
th e re  s t il l re m a in s  an a m b ig u ity  here as o b  cou ld  w e ll be th e
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su b dom inan t o f m in o r or, conversely, A ^ the dom inant o f m ino r
th ro u g h o u t these ten bars. m inor is more positive ly confirm ed in  bars
68 and 69. F u rth e r w e igh t is  added to th is  view  by the enharm onic
tra n sp o s itio n  o f the sequentia l ostina to  p a tte rn  in  bars 70 and 71:
m in o r then  leads back to  E m a jor a t ba r 72 where the m elodic m ate ria l 
firs t stated in  ba r 53 recurs, th is  tim e in  h igh tessitura .
E m a jo r rem a ins the dom inan t to n a l centre a t ba r 77 w ith  an
ostina to  passage firs t appearing in  bar 5 8 ^  now  encompassing a trito n e .
This, a fte r its  fo u rth  successive statem ent, is  transposed up a d im in ished 
5 th  w ith  the  re s u lt th a t those two bars 77 and 78 encompass a whole- 
tone scale, as does the m elodic m ateria l in  the upper s trings from  bars 
78 to 85. R hythm ica lly , Exam ple 13 is a d irec t reference to bars 6 and 7 
o f the firs t m ovem ent, a lthough here it  appears as an extensive ostinato  
ra th e r th a n  as an answ ering phrase (or conclud ing  section o f a longer 
one). In  a d d itio n  there is  the appearance o f w ha t could be referred to as 
a pedal note on horns - from  bars 74 to 77 the E could be described as a
ton ic  pedal (despite the appearance o f A ^ in  ba r 75 on upper strings) and
the Bb, bars 78-85, as a dom inant pedal o f Eb, a lthough the ne ighbouring
p itc h  is  a tone low er in  each case. E q u a lly  the pedal E cou ld  be 
described as a dom inan t pedal o f A  m ajor b u t in  both instances the ton ic
p itches o f A  and Eb respectively are m issing. The absence o f Eb and the
more extended use o f the w hole-tone scale w h ich  avoids i t  adds w e ight
to  the re so lu tio n  o f the  e n tire  section a t b a r 86 in  Eb m a jo r (a lb e it
b rie fly) w ith  resta tem ent o f the them atic m a te ria l in troduced a t b a r 53,
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R hythm ica lly , the  w hole-tone scale is  o f in te re s t a t th is  p o in t - 
pa irs  o f notes each o f a dotted cro tchet in  leng th  being a v a ria n t o f the 
second cro tch e t beat o f each b a r o f Exam ple 13 b u t, lik e  the  h o rn  
ostinato figure, in  augm entation.
Bars 8 8 ^-1 2 9  inc lus ive  fo rm  a ce n tra l developm ent section  o f the
m ovem ent us ing  three m ain  m otive elem ents a lm ost exclusive ly: one o f 
these is  the  th e m a tic  idea f irs t heard in  b a r 53; the  o th e r tw o are 
Exam ple 13 and its  rh y th m ic  deriva tive  in  augm enta tion  (horns). In  
con trast to  m uch o f the previous section the w ritin g  is w h o lly  lin e a r in  
concept, often w ith  on ly two m elodic lines a t any one tim e. I t  is  the firs t 
occurrence o f th is  com positiona l techn ique  in  the S in fo n ie tta . Tona l
centres are touched upon, and are m a in ly  G m ajor, m in o r and D 
m ino r: B^ > is  the predom inant tona l centre from  ba r 93 to  95, m in o r
from  96 to  98, and B^ > m in o r/D  m in o r (the be ing  the  p itc h  o f
s ign ificance as enharm on ica lly  i t  belongs to  both) from  ba rs  99 to  100: 
from  bars 102 to 111 the tona l centre is G m a jo r b u t w ith  a th re e -b a r 
phrase invo lv ing  a trito n e  from  bars 105 to 108. The trito n e  as p a rt o f a 
w hole-tone scale then  becomes the m a in  m ethod o f p itc h  o rgan iza tion  
from  bars 112 to 122. A t ba r 123 a new (tem porary) to n a l centre  is
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established: th is  is  notated as m ajor, b u t a u ra lly  serves as B m a jo r
w hich, in  itse lf, is  a c tu a lly  the dom inant o f E m ajor arrived a t in  ba r 130: 
the appearance o f A  n a tu ra l in  bars 127, 128 and 129 acts as a dom inant 
seventh in  E as a tra d itio n a l p reparation fo r the fo llow ing section.
The p itch  E is  s tud ious ly  avoided d u ring  the section ju s t described 
(bars 93 to  120). I f  any tona l centre could be said to appear d u rin g  th is
section then  A ^ is the m ost lik e ly  candidate, as pitches, F, G, G^ (A^>), B^ >,
Cb (B n a tu ra l), D appear (not in  th a t order) - the p itch  A ^ appears as G^
w h ich  lin k s  th is  to the section a t ba r 130. The use o f a w hole-tone scale 
as a means o f organizing p itch  and as a deliberate con trast (both scales 
are in  evidence here) to  sections w ith  a m ore easily determ inab le  to n a l 
centre is  n o t p e cu lia r to the S in fon ie tta : bars 3 3 ff o f the f irs t m ovem ent 
o f the V io lin  Sonata see the whole-tone scale used in  a s im ila r m anner.
The section beg inning a t bar 130 has one or two u n u su a l features. 
In  the W iener U rte x t (UE) E d itio n  the tim e s igna tu re  appears as 1 2 /8 . 
In  the MS its e lf the tim e signature is also 1 2 /8 . The E u lenburg  E d ition , 
however, has a ltered th is  to  6 /4 , and the sign ( i'=  J )^ in  b o th  these 
ed itions does no t appear in  the MS. M oreover, the tied  m in im s in  the 
w oodw ind, ho rns and low er s trin g  p a rts  im p ly  3 /2  - again, the  tied  
m in im s appear in  the  flu te  and oboe lines in  the MS and are im p lie d  by 
use o f the repeat sign in  horns and low er s trin gs . On s tu d y in g  the 
rh y th m ic  shape o f the  m elodic m a te ria l in  the  tru m p e ts  a t th is  p o in t, 
however, 6 /4  c learly  seems to be the correct tim e s ignature  - the re  is  no 
conventiona l quaver g roup ing in  threes to ind ica te  th a t 1 2 /8  is  co rrect 
here. Yet Janâôek’s use o f 1 2 /8  seems deliberate: fa r from  im p ly in g  fo u r 
groups o f three quavers, i t  is  p u re ly  to  p u t th a t b a r in  the  con text, fo r 
perform ance purposes, o f the 1 3 /8  bar w h ich  fo llow s i t  - and fo r no o ther
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obvious reason. The fo u rth  m ovem ent con ta ins a s im ila r exam ple, 
p re fe rring , a t b a r 93 to  97 o f th a t movement, the use o f 1 /4  ra th e r than  
2 /8  in  the context o f 2 /4  in  the bars e ither side. The 1 3 /8  a t b a r 130 o f 
the second m ovem ent is  designed to use s ix  cro tchet beats, the  la s t o f 
w h ich  is  stretched by the additiona l quaver.
Such rh y th m ic  d e la y /d is to rtio n s  are a fea ture  o f Janâëek’s la te  
w ork , as the  ends o f bo th  the firs t and la s t m ovem ents o f the  V io lin  
Sonata also dem onstrate. The question arises, in  the firs t m ovem ent o f 
the  Sonata, as to  w he the r these are anacruses o r n o t: the  th ree  
dem isem iquavers appear in  the previous b a r to  be an anacrus is  to  the 
three tr ip le t cro tchets w h ich  follow , b u t in  the succeeding two bars th is  
is  n o t so obvious: the question o f placem ent is  even m ore acute. The
th ree  dem isem iquavers im m edia te ly preceding three D ^s in  the v io lin
p a rt are anacruses, b u t in  the same three notes in  the la s t two bars a fte r 
the  pause are c le a rly  no t so, as th e ir p o s itio n in g  w ith in  th e  c ro tch e t 
w o u ld  seem to  suggest, and the  p iano  accom pan im ent is  to ta lly  
synchronous here. We w ill re tu rn  to Janacek’s rh y th m ic  theories la te r.
The Maestoso sections o f the second m ovem ent o f the S in fo n ie tta  
(bars 130-142 and 154 to the Tempo I a t 168) are the  f ir s t  in  the  
m ovem ent to  be clearly in  one tonal centre w ith o u t am bigu ity. E m a jo r is 
the  tona l centre from  131 to 134 over a to n ic  pedal, w ith  the  tru m p e t 
lin e  be in g  a d e riva tive  o f E xam ple 10 (in  in v e rs io n ) and  th e  
accom panying rh y th m ic  figure based on Exam ple 13 being h a rm o n ica lly
s ta tic . The tru m p e t phrase ends tw ice on a quaver on the th irte e n th
quaver o f the bar: on the firs t occasion the F^ appears re trospective ly  to
be a new cro tche t beat as the rhy thm ic  accom panying figu re  is  tie d  over 
a t th is  po in t. There is no obvious semblance o f rh y th m ic  d is to rtio n ; w h a t
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seems to  th e  lis te n e r to  be a “s tro n g ” quaver fo llow ed by “w eaker” 
sem iquavers now  appears to  be reversed, ( J -> J ? ]  ) ra th e r in  the 
m anner o f the  s ix th  m ovem ent o f C arm ina  B u ra n a  (w ritte n  10 years
la te r). W ith  the  second occurrence o f one ba r la te r, th is  appears to
the lis te n e r to  serve as an anacrusis to  the tw o notes (bar 133) w h ich  
fo llow  it.
There is  some debate as to  w hether the trom bone w ritin g  a t bars 
129 and 134 is  co rrect in  the U niversa l or E u lenburg  ed itions. The MS 
its e lf is  n o t c lear here. On closer exam ination, the E u lenburg  E d itio n  
appears to  be correct in  ba r 129, a lthough ba r 134 is less sim ple. The
in c lu s io n  o f a C n a tu ra l and in  the E u lenburg  E d ition  is  borne ou t by
s tu d y  o f the  MS, b u t Janacek’s w ritin g  does n o t m ake i t  c lear as to
w hether the  second quaver (trom bone 3) a fte r the A^ > is a 0  n a tu ra l or
no t: the  b lo b  is  a c tu a lly  on the  m idd le  lin e  im p ly in g  a D n a tu ra l.
T he o re tica lly , E ^ cou ld  also be a ju s tifia b le  a lte rna tive , b u t equa lly so
could the  D n a tu ra l itse lf, as augm ented 4 ths above a perceived ro o t are 
com m onplace elsew here in  the  w ork . The in c lu s io n  o f 0  in  the
E u lenburg  E d itio n  is  n o t necessarily correct. The dotted m in im s in
b o th  ed itions in  b a r 135 in  cello and bass are n o t in  d ispu te , b u t the
upper Dt> (bass) does n o t appear in  the MS. A d d itio n a lly , ties between
bars 137 and 138 appear in  the MS b u t are m issing from  bo th  U niversa l 
and E ulenburg  ed itions.
B ars 134 and 135 c o n ta in  tw o d o m in a n ts , o f and G ^
respective ly, before reso lv ing  to  G^ > m a jo r a t ba r 136; ba rs 136—140 
repeat bars 130-133 except fo r the in it ia l 1 2 /8  being extended to  two
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4 /4  bars in  w h ich  the trum pet m elodic line  is  stated tw ice. The w hole- 
tone scale reappears in  the next sh o rt resta tem en t o f deve lopm enta l
m ate ria l (bars 143-153) avoiding bo th  and E n a tu ra l w h ich  dom inated
the previous section, as w e ll as the w h ich  is  the to n a l centre  fo r a
resta tem ent, in  bars 154-160, o f the  them a tic  and rh y th m ic  m a te ria l 
from  bars 129ff. In  th is  instance, however, the question  o f rh y th m ic  
d isp la ce m e n t is  n o t am b iguous due to  th e  c o n s ta n t q u a ve r 
accom panim ent figure being absent and the com parative la ck  o f rh y th m ic  
a c tiv ity . A t b a r 161 a new m otiv ic fragm ent is in troduced  co n s is tin g  o f
two equal in te rva ls  w ith  A ^ as the cen tra l p o in t, these in te rva ls  be ing
perfect 5 ths; reference to th is  m o tif is  made again, in  inve rs ion , in  the 
fo u rth  movement. A t bar 163 the tona l centre appears re trospective ly  to
be D^ > m ajor w ith  the added 2nd as a t the end o f the firs t m ovem ent b u t
by ba r 165 the  cadentia l w ritin g  appears to  su p p o rt a n o tio n  o f the
“to n ic ” being A ^ m ajor w ith  the being an anacrusis. If, however, the
inc lus ion  o f an E^ > is made fo r the same reason as is the case a t the end o f
the firs t m ovem ent, i t  is the F w h ich  is  d is c o  rd a n t. m ay sound
obvious in  these three bars b u t a ll three could also be in  A ^  m a jo r - th u s  
expanding on the m otiv ic fragm ent in troduced a t ba r 161.
Bars 167 to 172 are an exact repeat o f bars 161 to  166 w ith  the
exception th a t a in  171 replaces the C n a tu ra l w h ich  occurred a t b a r
165. The MS appears to show the scra tch ing  o u t o f som eth ing  here -
possib ly a fla t sign w h ich  obscures p a rt o f the low er (B)t> sign a t the  same
tim e . I t  appears th a t the o rig in a l p u b lis h e r assum ed th is  to  be a 
deliberate correction  - hence the w ritte n  D n a tu ra l (c la rine t) a t b a r 165.
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W hat is  even m ore u n u su a l is  th a t there is  no in d ica tio n  in  the  MS 
whatsoever o f the  v io la  p a rt in  the en tire  passage (bars 160-172) no r o f 
the  v io lin  accom pan im ent im m e d ia te ly  fo llo w in g  i t  - Janacek was 
n o rm a lly  v e iy  precise w ith  o rchestra tion  and, even when shortage o f 
space precluded the in c lus ion  o f an in s trum e n ta l line  in  fu ll, there were 
abbreviated in s tru c tio n s  to show w ha t was required. The v io la  p izzicato 
notes in  bo th  bars 165 and 171 bo th  correspond to  c la rine t 1 a t the same
place (i.e. C n a tu ra l in  165, in  171). The v io lin  1 and 2 lines reappear
in  the MS a t 174 (indicated by “H [Housle: Czech m eaning “v io lin ”] 1 and 
2 ”).
Exam ple 14 shows the new m elodic idea in troduced in  bar 163ff:
I t  is  o f in te re s t as the la s t two bars are s im ila r to  Exam ple 11, b u t 
its  m a in  s ig n ifica n ce  w ith  regard to  rh y th m ic  d isp lacem en t is  the  
tre a tm e n t o f th e  th ird  ba r, b racke ted  “x ” in  E xam ple 14. The 
restatem ent a t 169 is  the same as 163, b u t the position ing  o f “x ” a t bars 
174 /5  and 1 7 6 /7  im plies th a t the stress now fa lls  on the th ird  quaver o f 
the fo u r ra th e rfth e  firs t: th is  is  a u ra lly  clear, a lthough the lis te n e r is  n o t 
aware o f the im p lied  change in  em phasis as the o ther 3 bars o f Exam ple 
14 are absent. The absence o f the two cro tchets w h ich  w ou ld  fo llo w  a 
resta tem ent o f Exam ple 14 here fu rth e r endorse the no tion  th a t b o th  the
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firs t and the second quavers are now anacruses, resolving onto ra th e r
than  em phasizing the preceding C ^: however, no to n a l am b igu ity  resu lts
from  th is  displacem ent a t th is  po in t. The use o f B m a jo r in  the s trings as
opposed to Cb m ajor in  the harp  doub ling  the s trin gs  m ay s im p ly  be fo r
p ractica l reasons. The harp  w ritin g  in  bars 160 to  171 and again a t bars 
185 to 188 creates a new  m o to r-rh y th m ic  effect w ith  its  own n a tu ra l 
accents b u t s im u ltaneously  m aking  i t  unc lea r as to  w he ther the firs t or 
th ird  dem isem iquaver is  the more im po rtan t.
B ar “x ” is  restated as p a rt o f Exam ple 14 a t ba r 180 b u t w ith  the 
two cro tche ts  absent a fte rw ards - the rh y th m ic  a m b ig u ity  is  fu rth e r 
heightened by the s ta tin g  o f the th ird  and fo u rth  bars o f Exam ple 14 in  
ba rs 182 and 183 - b a r “x ” w o u ld  seem now  to  be su b o rd in a te  
them a tica lly  to  the two crotchets w h ich  fo llow  i t  and the do u b lin g  o f the
la s t note - E ^, on horns, accented - fu rth e r h in t a t the rh y th m ic  group ing
in  re a lity  being o f a 3 /4  ba r preceding another 3 /4  bar. See Exam ple 15:-
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T h is  n o tio n  o f rh y th m ic  a m b ig u ity  is  fu r th e r  com pounded b y  the  
ré in tro d u c tio n  o f the  1 3 /8  bars o f 186 ff. I f  Janacek w ere w h o lly
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preoccppied w ith  rh y th m  in  h is com position a t th is  tim e the use o f bars 
and tim e signatures w ould, by and large, be pu re ly  a rb itra ry  and on ly fo r 
the  ease o f read ing and perform ance. However, the use o f 1 3 /8  w ou ld  
tend to  d ispe l th a t theory as, in  th is  case, the two bars 186 and 187 
could easily have been notated as 6 /4  - 7 /4  o r vice versa. I t  seems th a t 
the fin a l (13th) quaver o f each o f these two bars is de libera te ly designed 
as an unaccented note ra th e r as in  the m anner o f some C entra l European 
fo lk  m elodies w ith  w h ich  he w ou ld  have been (at le a s t s ty lis tic a lly ) 
fa m ilia r, and th a t he was a ttem pting  to  create a sense o f freedom  w h ich  
pe rta in  to  m uch fo lk  m usic o f the region b u t w ith in  w ha t appears to be a 
very rig id  rh y th m ic  fram ew ork.
A t ba r 183 the E^ > pedal appears a t f irs t to be a to n ic  pedal b u t a t
ba r 185 th is  becomes a dom inant pedal o f w ith  the restatem ent o f the
tru m p e t m elodic lin e  from  ba r 130 a t 185; the absence o f a C n a tu ra l 
ind icates, together w ith  the dom inant pedal, a cadentia l passage w ith  the
A^ > as a suspension, (although the p itch  organisation in  bars 185 to 188 is
pen ta ton ic , the  firs t use o f such a scale since the opening o f the  firs t
movement) resolving d u rin g  ba r 188 to A^ > m ino r, w ith  a resta tem ent o f
bars 5 to 8 ^  a t bars 191-194^. An in te rru p te d  cadence is suggested by
the syncopated chords a t ba r 196^ and 197^, a lthough  the n o tio n  o f
syncopation  is  re trospective  here. The appearance o f the scale o f A ^
m in o r is m ore established a t 194^ and 195®, and a t bars 198 and 199
the syncopated chords are in  A ^ m inor. Th is idea o f syncopation, a t least
a u ra lly , is  d ispe lled  in  the la s t th ree ba rs (200-202) by v ir tu e  o f a 
cro tche t re s t in  each case: i t  now appears th a t the f irs t quaver o f each o f 
these bars is  the anacrusis. This sense o f am bigu ity  features again in  the
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th ird  m ovem ent and can be said to be a u n ify in g  fea ture  o f the w ork: in
a d d itio n  Dt>, gb pb w h ich  form  p a rt o f Exam ple 11 in  bars 6, 22, and
192 are restated as a centra l p a rt o f the dom inating  them atic idea o f the 
opening (and elsewhere) o f th a t movement.
IV - SUMMARY OF THE THIRD TO FIFTH MOVEMENTS
A  detailed analysis o f the 3rd and subsequent m ovem ents is  outside 
the specific re m it o f th is  study b u t there are s ig n ifica n t events in  the 3rd 
m ovem ent w h ich  have a bearing on the them atic  and to n a l s tru c tu re  o f
the preceding two movements. The firs t o f these is the use o f D b -pb -E b -
o b  w h ich , as stated earlier, is used (in a d iffe re n t order) in  the  second
m ovem ent. The next is  the apparent d om inan t pedal note ( E b )  o f A b
m in o r w h ich  is  retrospective - the pb, o b  and Cb c e rta in ly  re in fo rces 
th a t n o tio n  - b u t again, the opening three bars is  ano ther exam ple o f 
tona l am bigu ity. In  the opening phrase the tona l centre appears to  be Ab
m in o r w ith  an unaccented chrom atic  passing-note  (D n a tu ra l) in  b a r 2 
(the phrase ends w ith  an im perfect cadence in  b a r 3). Conversely, th is  
phrase could also be in  pb m ajor, in  w h ich  case the pb and Db o f b a r 1 
are p a rt o f an im p lied  subdom inant m in o r as an anacrus is  to  the  la s t 
three notes o f ba r 2 w hich have three notes o f the pb  m a jo r/m in o r scale,
in c lu d in g  c b  (supporting  an argum ent in  favour o f the  m inor), and a D
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n a tu ra l (common to  both) - and in  w h ich  the phrase ends, by  means o f a 
p lagal cadence, over a ton ic pedal. C ertain ly, bars 4 to  6® w ou ld  tend to
su p p o rt the  fo rm er - the appearance o f m inor a t the second h ighest
p itc h  o f the  m elodic phrase (bar 5^) followed by a fla ttened  superton ic,
Ib  in  Àb m in o r in  ba r 6 and (enharm onically) the restatem ent o f Ab m inor
in  bars 7^ and 8^ ce rta in ly  give w eight to  the idea o f the opening being 
based in  the  dom inan t: however, the la s t fo u r cro tchets o f b a r 8 are 
d e fin ite ly  in  p b  w ith  a fla ttened 6 th  ( C b ) ,  reinforced by an F im m ediate ly
before the pb  m a jo r chord in  the la s t two crotchets o f th a t bar. Th is is
repeated in  bars 9-11. F urthe rm ore , the appearance o f the  opening 
rh y th m  o f the opening phrase acts as a means o f tra n sp o s itio n  to  a new
tona l centre (Cb m ajor) by the beginning o f bar 13.
The question  o f the tona l centre fo r the m ovem ent as a w hole is
never fu lly  resolved: bo th  pb m ajor and Ab m inor are possible and bo th
are re la te d  to  each o th e r - e ith e r cou ld  act as a p re p a ra tio n  fo r a
m o d u la tio n  to  th e  o the r. I f  Ab m in o r were the to n ic  key o f the
m ovem ent, i t  is some tim e before th is  key is actua lly  a rrived  a t: the firs t
overt use o f Ab m in o r as a tona l centre in  its  own rig h t, ra th e r th a n  in  a
m ere ly tra n s ito ry  ro le between two neighbouring - and n o t necessarily  
re la ted - to n a l centres, occurs a t ba r 80, b u t even here i t  is  re a lly  acting
as a su b dom inan t to  pb  (bars 83-89 and 93-99), th a t is  to  say, a key 
w ith in  a key. Ab m in o r in  its  own undisputed rig h t is  on ly  a rrived  a t in  
b a r 147, and i t  is in te re s tin g  to note th a t from  bar 147 to  169 the  p b  
(a pa rt fro m  appearing  as p a rt o f a tria d  o f Ab m in o r) is  o m itte d
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altogether: the sequentia l re p e titio n  is  in  m a jo r (153 to 158), F ^ /E  
m ajor (159 to  164) and m in o r (165 to  169) - a ll three o f w h ich  form  
p a rt o f the A^ > m elodic m in o r scale - a w ho le -tone  scale and even a
pentaton ic scale cannot be e n tire ly  ru led  o u t e ither. The E^ w h ich  could
clear any doub t (as its  in c lu s io n  w ould  create w ith in  the fo u r p itches ju s t 
described in  the  in te rva l o f a sem itone) o n ly  appears a t b a r 170 and 
precedes a seven ba r passage w h ich  is a m icrocosm  (theoretica lly) o f the 
entire  m ovem ent. The question  o f rh y th m ic  accentuation  - in  th is  case 
strong and weak beats in  term s o f a /  J* rh y th m  - is s ign ifican t, p a rtly  
in  connection  w ith  the question  o f to n a lity . In  the  m a jo rity  o f the 
m ovem ent (w ith  the  exception o f bars 39 to  69, 147 to 166 and 170 to 
179) the quaver is  always an anacrusis and ove rtly  so. In  bars 39 to  44
the Eb is  an anacrus is  to  the pb (trom bone 3) by v irtu e  o f a 5 /2
suspension resolv ing  to the 3 rd . However, i f  the assertion m ade ea rlie r 
th a t the in te rva l o f a 3rd was, in  Janâ^ek’s m ind, more d isco rdan t th a n  a 
4 th  (trom bones 2 and 3, bars 39-46), then  the  rh y th m ic  fig u re  is  n o t
composed o f an anacrusis resolving to a s trong  beat a t a ll, the Eb being
the consonant p itc h  w ith  an appendix pb. Th is is in  con trast to  pb  - pb
using the same }  J- figure  used w ith in  the context o f a longer phrase 
and in  w h ich  there appears to be a cadentia l event, as in  Exam ple 16:
T rl 2.3 oo
T u 1)4
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T h is  re trospective ly  w ould  lead the lis te n e r to  believe th a t the  in it ia l 
quavers are anacruses, b u t when the same phrase is restated in  bars 51 to 
54 there is  no upw ard movement o f trom bone 1 and the phrase appears 
h a rm on ica lly  s ta tic ; the in itia l quaver does n o t so obviously appear to  be 
an anacrus is  here. F u rth e r am bigu ity  rem ains unresolved th ro u g h o u t 
fu rth e r resta tem ents o f them atic m ateria l derived from  these fo u r bars
u n til b a r 70. As to w hether the tona l centre in  bars 51 to  54 is  A ^  o r E ^,
the trom bone 2 phrase could be equally in  e ither. The fo u r quavers in
b a r 54 cou ld  w e ll be said to be in  A ^ m ino r w ith  the th ird  and fo u rth
quavers being inc id e n ta l to the preva iling  harm ony; conversely the  th ird  
and fo u rth  quavers could be said to prepare the previous p a rt o f the
phrase to resolve on the G n a tu ra l as the th ird  o f E ^ m ajor, the E ^ pedal
note a lready existing, and the beginning o f ba r 54 acting  as the f irs t p a rt 
o f a p laga l cadence. The re so lu tio n  a t 55, however, is  to  a to ta lly
unre la ted to n a l centre o f E m inor, a lthough the F^ and G in  trom bone 3
could be said to  be a resolution o f the previous ba r (Trb.2) us ing  b o th  the
m in o r (enharm onica lly transposed) and m ajor 3rd  o f E ^ m ajor, ye t b o th
notes belonging to  two overlapping events. E^ on ly  reappears a t b a r 76 
fo r three bars as a pedal. Between bars 116 and 132 a w hole-tone scale 
avoid ing A ^ a ltogether is used, and (although the E ^ pedal reappears a t 
b a r 140 ff) there  are su ffic ie n t previous examples to  suggest th a t the 
intended to n ic  is, a t th is  po in t, A ^ fo r th is  very reason.
From  bars 147 to 165 E^ as a tona l centre is  om itted  a ltoge ther,
p a rtly  in  p repa ra tion  fo r the ending o f the m ovem ent on E ^ m a jo r. The 
(sim ply a d im in u tion  o f i*  ) rh y th m  in  the section from  b a r 147
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to  165 appears to  be w eak-strong a u ra lly  b u t notated strong-weak in  the 
score. The fin a l ba rs o f the  m ovem ent do n o t resolve e ith e r the 
questions o f rh y th m ic  accentuation or o f tona l centre - the J' rhythm , 
now  |<J a t 183 is now weak-strong as opposed to strong-weak in  bar
180 and the  to n a l centre o f E^ > its e lf poses questions. R etrospectively 
the to n a l centre is, w ith o u t doubt, - th is  is shown by the descending 
arpeggio fo r the  chord o f E^ > m ajor in  bars 183ff - and the three note
m o tif F -G -E ^ w h ich  fo rm  p a rt o f w h a t is  apparen tly  a cadentia l event
appears as a re so lu tio n  o f the f irs t three notes o f the opening them atic 
m a te ria l w h ich  is predom inate ly in  a m ino r tona lity .
If, however, these three notes are referred back to the p o in t in  the 
m ovem ent w here th e y  are f ir s t  s ta ted  i.e . b a r 8 5 /8 6  and, m ore
s ign ifican tly , ba r 8 8 /8 9 , they serve to lead in to  A^ > m inor as a dom inant to
to n ic  m ovem ent - o r a perfect cadence in  A^ > m inor. The same could be
applied to the  la s t three bars o f the m ovem ent. The D n a tu ra l w h ich  
w ou ld  remove any do u b t as to  the to n a l centre is  m issing. So, more
s ign ifican tly , is the A ^, w h ich  could be said to  ind icate  th a t those bars are
a c tu a lly  a ha lf-c lose  cadence in  the m anner o f the slow  m ovem ent o f a 
Baroque concerto  o r sonata  lead ing to the  estab lished to n ic  a t the 
beg inn ing  o f the fo llo w in g  m ovem ent. In  add ition , the absence o f the 
new tona l centre in  the preceding passage is  in  line  w ith  such p rinc ip les 
as ou tlin e d  in  th is  paper. Indeed, bars 183 to  185 are pen ta ton ic, b u t
appear re tro sp e c tive ly  to  be E^ > m ajor. Log ica lly the E^ > pedal a t the
beg inn ing cou ld  be seen to be the ton ic  o f the m ovem ent, ye t d isguised, 
th u s  m aking the en tire  m ovem ent a continuous progression from  another 
tona l centre to  th a t ton ic . The F-G, w h ich  w ould  no rm a lly  be dissonance
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to consonance is a so lu tion  o f the harm onic stress o f the opening, b u t, i f  
Janàëek's theories regard ing in te rv a llic  connection ho lds tru e , the G is 
n o t a re so lu tio n  o f the d issonant F b u t a tra n s ito ry  in te rv a l between a
“consonant” F aga inst Et> to  a “consonant” a t the beg inn ing  o f the
fo u rth  m ovem ent, even though A ^ is no t techn ica lly  arrived a t in  b a r 1 o f 
the fo u rth  m ovem ent b u t ra th e r its  subdom inant.
The question o f the tona l centre o f such events a t the s ta tin g  o f the 
opening phrase five tim es a t the same p itch  b u t w ith  d iffe re n t ha rm on ic  
u n d e rp in n in g  each tim e  (as a t the s ta rt o f the  S in fo n ie tta ’s fo u rth  
m ovem ent) is  n o t p e cu lia r to  th is  w ork . The to n ic  key o f N ie lsen ’s 
“H e lios” ove rtu re  is  n o t in troduced  before b a r 60, and a p a ra lle l in  
Janàëek’s own w ork exists in  the firs t m ovem ent o f the V io lin  Sonata: in  
th is  sonata the  opening them atic  m ate ria l, a t f irs t glance, w ou ld  appear
to be in  D^ > m a jo r (as dem onstrated by the key signature) - indeed, a fte r
the  in tro d u c to ry  three bars the p rin c ip a l th e m a tic  s ta tem en t c e rta in ly  
ind ica tes th a t key; the p iano accom panim ent, however, is  based on a
dom inan t pedal, or, more like ly , a ton ic  pedal in  A ^ m in o r can be found
in  the v io lin  p a rt in  bars 8-14. The restatem ent o f the opening them e in
bars 17 and 19 is accompanied by the sub dom inant o f A ^ m in o r and its
th ird  appearance occurs over the dom inant o f E ^ m ajor. The to n ic  o f 
m ajor is on ly established in  the very la s t ba r o f the m ovem ent.
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V  - TH E USE OF PITCH AND RHYTHM - A  SURVEY OF JANACEK’S OWN 
THEORIES
Janacek had, m any years previously, fo rm u la ted  h is  own theories 
regard ing the use o f p itch  and rhy thm , w h ich  were m arkedly affected by 
h is  fasc ina tion , du ring  the 1880s and 1890s, w ith  contem porary Czech 
aesthe tics and p h ilosophy, p a rtic u la r ly  w ith  re ference to  H e rb a rt, 
H e lm holtz, Z im m erm ann and Durdiks. O f these, D u rd ik  and H e rb a rt 
seem the m ost im portan t.
Beckerm an states th a t between 1884 and 1888 Janacek w ro te  
seven a rtic le s  on th e o re tica l and pedagogical sub jects, b u t does n o t 
in d ica te  w h a t these sub jects are. These seven a rtic le s  appeared in  a 
learned m agazine o f the tim e: “H udebn i lis ty ” (M usica l Pages) w h ich  
Janacek had founded some years earlie r. The firs t o f these is  know n as
“S tud ies in  M usica l Theory” and states some o f the h is  ideas o f the
d is tin c tio n  between rh y th m  (ly tm us) and b a r (takt): th is  la tte r te rm  is  
often used by h im  to refer to m etre in  the broader sense:
Segments o f tim e m ay be e ithe r even o r uneven w ith  respect 
to  le n g th . A  re la tio n s h ip  derives th is  from  com parison  
w h ich , in  the theory o f va rious a rts  is called shape o r fo rm .
Th is fo rm  is composed o f m easures o f tim e; fo r th a t reason
we ca ll i t  q u a n ta tive  fo rm  (casom erny tvar). I f  a clear law  
contro ls the shape o f quantative form , rh y th m  resu lts . By the 
law  o f equa lity  o f tim e a special case arises - the m e a su re /b a r 
(ta k t). Uneven segm ents, i f  th e y  are to  have a e sth e tic  
s ign ificance, m ust be p ro p o rtio n a l so th a t they are inc luded
3 cf: Beckerman: “Janacek as Theorist” - p 27
4 3
in  the concepts o f rhythm.4
From  1897 to  1907 Janâôek became in c re as ing ly  invo lved  w ith  
e thnograph ic stud ies, developing a theory o f “speech-m elody” , and w ith  
the  exp lo ra tion  o f rh y th m ic  phenom ena in  fo lk  m usic. He app lied the 
te rm  scasovànî to th is , the w ord being used to describe m usica l events in  
tim e , .especially as re la ted  to  psycho log ica l phenom ena^. The te rm  
scasovànî firs t appeared in  Janacek’s theore tica l w ritin g , d u rin g  research 
on fo lk  speech p a tte rn s  and M oravian fo lk  songs between 1901 and 
1907. Janacek asserts (according to  Beckerman) th a t rh y th m ic  a c tiv ity  
is  an in te g ra l p a rt o f life  in  general. In  an a rtic le  en title d  “M uj nazor o 
scasovànî” (My O p in io n  abou t R hythm ) p u b lish e d  in  the  p e rio d ica l 
HLIDKA (Volume 14) in  1907 6, Janàcek attem pts to p u t forw ard the view  
th a t “ stressed places in  an u tte rance  are m om ents o f deep s p ir itu a l 
pene tra tion ” 7, and th a t there is a close re la tionsh ip  between an idea and 
an a cce n t. He also a ttem pts to  dem onstrate th a t rh y th m ic  c rite ria  are 
the basis fo r d iffe re n tia tio n  and polyphonic styles and fo lk  song types. A  
la te r a rtic le  in  around 1910 attem pts to pursue th is  idea fu rth e r - and 
m ore deta iled references are made to th is  in  h is  “Com plete Theory o f 
H arm ony” , Beckerm an attem pts to  fo rm u la te  these ideas w ith o u t m uch 
success, despite some deta iled examples such as the  im portance  o f a 
m easure (it is  n o t made clear w hether the Czech w o rk  ‘ta k t’ m eans ba r 
o r beat here) be ing one second long  and the  re s u lta n t ‘echo’ be ing  
precisely defined as 0.3 o f a second in  length;
D on’t  forget th a t the chord does n o t end a t the b a r lin e  - i t ’s
4 e.d Zdenek Blazek: “Leos Janâôek, Hudebne teoreticke dilo” (Musical and Theoretical works of L. 
Janacek), vol.1 page 60, Prague 1969
5 Beckerman, “Janacek as Theorist”, pi 34
6 cf Blazek “Leos Janâcek, Hudebne teoreticke dilo”, vol II, pp 15-59, Prague 1972
7 Beckerman: op.cit.p 44
4?
n o t over w hen its  notated leng th  expires; i t  rings by illu s io n  
even a fter. - The illus ion -sounds la s t up  to 3 /1 0  o f a second: 
in  1 /1 0  o f a second i t  fa lls  to 1 /1 0  o f its  o rig ina l strength. 8
I t  is  n o t made clear w hether Janacek made assum ptions as to  the 
effect o f a resonance in  a place o f perform ance, o r even th a t he had any 
knowledge o f acoustics, and in  any event h is  theories have never been 
clear: they do n o t apply in  an overt way to m uch o f h is  m usic. I t  m ay be 
th a t Janacek’s assertion, th a t a sound is  re ta ined  in  the m ind  fo r th is  
le n g th  o f tim e  a fte r i t  is  heard , w o u ld  m ake sense in  te rm s o f 
re trospection touched upon earlie r in  th is  study. The same is tru e  in  the 
m a tte r o f “chord connection” upon w h ich  Beckerm an expounds a t some 
length, a lthough there are also flaw s in  th is  study. Janacek asserts th a t 
one o f th e  fo u r te rm s he uses to  rep resen t the  idea o f m e lod ic  
progression - a m p lifica tion  9 - ac tu a lly  im p lies th a t the in te rva l rem ains 
unchanged over a com mon bass note - there is no p itch  m ovem ent a t a ll. 
Furtherm ore , Beckerm an chooses an example to  illu s tra te  th is  w h ich  is  
m erely an im perfect cadence.
Janacek states th a t there is  an overlap from  one “ tone ” to  the  
next 10 and gives the fo llow ing explanation:
I base the teach ing o f chords and th e ir connection n o t on ly
on the sensation b u t also on the illu s io n  fo rm  o f the tone..........
Tones are m ost firm ly  connected when the new tone fa lls  in to  
the illu s io n  o f the  preceding tone ... I f  we designate the  
illu s io n  fad ing  o u t o f the previous tone by the note, there w ill
8 Blazek, II. p174
9 Beckerman, p 63
10 Beckerman, p 61
So
be perce ivab le  s p le tn a  (“ tw in e ”) o f the preceding w ith  the 
fo llow ing  tone... [Exam ple 17] ... the sp le tna  is very short, b u t 
also very effective by itse lf, even in  its  d isen tang lem en t. I t  is 
d ise n ta n g le d  as soon as the illu s io n  o f the preceding tone 
disappears. H
s . p.
Th is m ay w e ll exp la in  such rh y th m ic  figures such as th a t a t bars 
147ff o f the th ird  m ovem ent o f the S in fon ie tta  and the la s t three bars o f 
the la s t m ovem ent o f the  V io lin  Sonata, a lthough there is no preceding 
note o f any k in d  im m ed ia te ly  beforehand in  the la tte r exam ple. Bars 
147 ff o f the th ird  m ovem ent o f the  S in fon ie tta  m ay also exp la in  “ strong 
bea t” notes w h ich  are a c tu a lly  an anacrus is  to  the  m ore im p o rta n t 
cadentia l note w h ich  fo llow s it, and also the “echo” effect o f the  pa irs  o f 
sem iquavers in  th e  u p p e r s trin g s  w h ich  fo llo w  each such  event. 
Janacek’s th e o ry  o f co n n e c tin g  fo rm s has, as m entioned ea rlie r, fo u r 
types o f in te rv a llic  m ovem ent - c o n c ilia tio n , d is tu rb a n c e , change and 
a m p lif ic a tio n  1 2 : one o f these, co n c ilia tio n , is  the  m ovem ent from  a 
“d isso n a n t” to  a “consonan t” o r “ less d isso n a n t” in te rv a l. The o n ly  
problem  w ith  th is  th e o iy  is  th a t Janacek’s n o tio n  o f dissonance is  no t 
c learly explained and in  any o ther event the concept o f dissonance had a ll 
b u t disappeared by the end o f the 19th century. W hy else w ou ld  JanàÔek 
use w hole-tone scales and in te rva ls  o f a 2nd (w hich im p lies, in  d ia ton ic
Blazek, II, p.179 
12 Beckerman, p.63
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term s, a suspension w h ich  then resolves onto a more consonant 3 rd )i3 , 
w h ich  w ou ld  m ean th a t the fin a l a t the end o f the firs t m ovem ent o f 
the S in fon ie tta  is  no t d issonant b u t th a t the F is? This also serves to cast 
some d o u b t as to  the  to n a l cen tre  be ing  m a jo r (assum ed
re trospective ly) as opposed to E^ > w h ich  predom inates th ro u g h o u t the
m ovem ent and, indeed, the en tire  w ork. This no tion  o f the consonance 
o f the 4 th  is  also borne ou t by the connection between the to n a l centres
o f E^ > and in  each m ovem ent b u t w ith o u t e ithe r being subserv ien t to
the o ther.
JanaSek’s a rtic le  “On T ria d s ” o f 1887 was h is  f irs t a tte m p t to  
ra tiona lize  h is  th in k in g  as regards p itch  organization and re la tion sh ip s . 
In  it ,  he considers triads  as chords com prising two in te rva ls and th a t the 
re la tionsh ips  o f these in te rva ls to  each other categorizes these tria d s  in to  
those w h ich  are equal, i.e. those w ith  two iden tica l in te rva ls  such as C-
D ^-D , C-D-E, C -Eb-G ^, C-E-G ^ and so fo rth  (which could w ell exp la in  the
to n a l centres o f the beginning o f the second m ovem ent o f the S in fo n ie tta  
and elsewhere) and those w h ich  are re la tive  i.e. those whose in te rva ls  are
n o t id en tica l. Beckerm an quotes fou r examples: C-D-Eb, C -E^-F , C-E-G,
C -F^-B  14 and states th a t th is  th e o iy  corresponds closely to  S kuhersky ’s
designa tion  in  h is  “Theo iy o f Harm ony” o f 1885 is , w h ich  asserts th a t 
the  p rin c ip le  o f tria d  co n s tru c tio n  is  based on a tw e lve -no te  equa l 
tem pered scale where chords can be b u ilt on any degree o f the ch rom atic  
scale. The examples o f re la tive  tria ds  Beckerm an quotes, however, a ll 
have the  low er in te rva l being greater th a n  the upper one in  te rm s o f 
num ber o f sem itones, b u t does n o t ind icate w hether th is  is  de libera te  o r
13 Beckerman, p 35
14 Beckerman, p 35
15 Frantisek Skuherskÿ: “Nauka o harmonii”, Prague, 1885
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not. Logically, re la tive tria d s  could equally con ta in  two in te rva ls  in  w h ich  
the upper is  greater than  the lower: Beckerm an’s assertion th a t Janacek 
and S kuhersky were two o f the firs t theoris ts to im p ly  the p o ss ib ility  o f a 
p rim itive  fo rm  o f a tona lism  is  in te re s tin g  (Janacek’s tona l a m b ig u ity  in  
h is  la te r w orks cou ld  be sa id  to  be an exam ple o f th is ) b u t h a rd ly  
conclusive.
If, however, the n o ta tio n  o f equal and re la tive  in te rva ls  w ith in  any 
g iven tr ia d  were ap p lie d  h o riz o n ta lly , th e n  th e  th re e  no te  ce lls  
propounded as a means o f ana lyzing  the p itc h  organ iza tion  o f the  f irs t 
m ovem ent o f the S in fon ie tta  in  th is  s tudy w ou ld  ce rta in ly  bear o u t these 
theories. I t  is  n o t know n w he the r Janacek consciously  app lied  th is  
no tion  o f in te rva llic  connection horizon ta lly , a lthough  i t  m ay go some way 
to exp la in ing  h is  use o f very sh o rt m otiv ic fragm ents as the basis o f m uch 
o f h is  harm onic and rh y th m ic  activ ity .
In  ano ther a rtic le  o f 1886 “On the C oncept o f K e y ” is  J a n a c e k  
d iscusses th e  psycho log ica l s ig n ifica n ce  o f key and th e  h is to r ic a l 
perspective o f to n a l developm ent, in c lu d in g  the  use o f modes (a lthough  
Beckerm an does no t ind ica te  these as G regorian, O rthodox o r any other). 
In  i t  he states:
Let us d is tin g u ish  in  te rm s o f con ten t c h ro m a tic , a lte re d  
d ia to n ic , un tem pered d ia to n ic  and keys derived from  m elodic 
re la tions. 17
The phrase “keys derived fo rm  m elodic re la tio n s ” re fers to  m usic-based 
ecclesiastica l modes: “untem pered d ia to n ic ” re fers to  m usic  o f the  p re ­
equal tem peram ent era w h ich  is  nonetheless based on h a rm on ic  ra th e r
16 “o  predstave tonfny", 1886: Blazek, I pp103-125
17 Blazek I, op. - cit.p107
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th a n  m elodic p rin c ip le s : P a lestrina  and Jakob  H and l are c ite d  as
examples. Th is dem onstrates Janacek’s m uddled th in k in g , as P a lestrina  
d id  n o t conceive h is m usic in  term s o f harm ony in  the  C lassica l sense. 
“A ltered d ia ton ic ” means the expanding harm onic vo ca b u la iy  o f the  19th 
cen tu ry and p a rticu la rly  th a t o f Beethoven and Dvorak.
I t  is  n o t c lear w hether Janacek d e lib e ra te ly  app lied  a n y  o f h is  
theories to  h is  com positions: indeed, he in s is ts  in  h is  “Com plete Theory 
o f Harm ony” (p 249) th a t harm ony its e lf is:
... on ly  an inw ard  embrace, w hether the m elody u n fo ld s  o r 
the c la rity  o f the lus trous  harm on ic surface glides ... th a t is  
the secret o f creation. The fu lln e ss  o f h a rm on ic  life  ca lls  
fo rth  a ll chords on a ll degrees... is
B eckerm an’s s tu d y  o f Janacek’s theories, a lth o u g h  o f in te re s t, 
conta ins several s ign ifican t errors. “E nharm onic m o d u la tio n ” on p 9 is  
an inco rrec t term , and he does n o t ju s tify  h is  assertion  (also on p 9) o f 
“foreign cadences” . He makes assum ptions about the to n ic  o f a passage 
he quotes when the tona l centre is no t clear (p. 10) and there  are e rro rs 
o f id e n tifica tio n  o f keys w ith in  th a t example. There is, however, one clue
to  the question  o f enharm onic n o ta tio n  (A ^ /G ^ , F ^ /E , e tc.) w h ich ,
a lthough  n o t explored, is  o f sign ificance and th a t is  in  connection  w ith  
Ja n a ce k ’s th e o rie s  rega rd ing  equa l and re la tiv e  tr ia d s . Ja n a ce k  
addressed th is  question in  the context o f deta iled s tu d y  o f m o d u la tio n  in  
h is  s tuden t years and im m ediate ly a fterw ards, g rea tly  in fluenced  b y  h is  
teacher F ran tisek Skuhersky, who states in  h is  “Theory o f H arm ony” th a t 
“every in te rv a l and every chord  is  fo u n d  on every degree o f th e  
(ch ro m a tic /n a tu ra l) scale” and “ I t  is  possible to  move im m e d ia te ly  fro m
18 c.f Beckerman, p79
5 +
one key to  any other key.” 19
S kuhe rsky m a in ta ined  th a t i t  was im possib le  to  endeavour to 
understand  “recent developments” on the basis o f a d ia ton ic  system  and 
th a t as a consequence a ll twelve p itches o f the chrom atic scale should  be 
considered as a basis fo r new harm onic systems. I t  seems th a t Janacek, 
b y  u s in g  p e n ta to n ic  scales (w h ich , th o u g h  in  them selves lim ite d  
h a rm o n ica lly  do tend to obscure the predom inance o f any one p itc h  
w ith in  them ) and w hole-tone scales, d id  indeed cons ide r a ll twelve 
p itches to  be o f equal (or near-equal) im portance  - to n a l a m b ig u ity  
dem onstrated in  th is  study has shown th is . I f  so, th is  w ould , a t least in  
p a rt, exp la in  some o f the apparent inconsistencies in  n o ta tio n  as, fo r 
instance, in  Example 8, as opposed to the deliberate overlapping o f tona l 
centres, deliberate am bigu ity o f these as exem plified in  the firs t fo u r bars 
o f the second movem ent o f the S infon ie tta , o r the idea o f a “key w ith in  a 
key” w h ich  m uch o f the am bigu ity  re a lly  means. The V io lin  Sonata has 
m any examples o f apparent random ness o f n o ta tion , bars 60-81 o f the 
la s t m ovem ent being a good example. The fin a l two and a h a lf bars o f the 
Sonata is  an exce llen t example o f to n a l a m b ig u ity  p u re ly  in  te rm s o f
n o ta tion , the  key o f the m ovem ent being m in o r (p a rtic u la rly  in  the
piano) ra th e r than  in  m inor w h ich  is the p redom inant to n a l centre o f
m uch o f th e  w o rk . N e ither is  seen to  be p re d o m in a n t - perhaps 
in te n tio n a lly  - and, a lthough  a u ra lly  the re  is  no a m b ig u ity  a t a ll, 
n o ta tio n a lly  th is  “ a m b ig u ity ” does tend , in  some w ays, to  su p p o rt 
Janacek’s own assertion th a t m usic p rim a rily  exists fo r its  own sake as an 
a rt form  and means o f expression, w ith  questions o f no ta tion , to n a lity  and 
rh y th m  a ll being o f secondaiy im portance.
19 Beckerman, p 6
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Concerto for Strings op. 103 (1992)
) .
)
)
)
^ This is the 'earliest' work of the period of study and was composed for the string
^ orchestra of the Georg Ots Music School in Tallinn, Estonia with whom I had
^ worked in 1990 and 1991. The standard of playing by these students (aged 16-
19) is extremely high and the work was designed to reflect this. The work can 
be said to be loosely programmatic as the idea was to represent the period of 
history in Estonia which saw the 'liberation' of that country from Soviet rule : 
the three movements reflect the periods (i) pre 1991 (ii) 1991 and (iii) post 
independence. The title 'Concerto' reflects the virtuosic (in orchestral terms!) 
nature of much of the writing. The use of a pedal by divisi double bass at 
various points in I can be said to represent relentless oppression and, although 
the movement is tonal, it is by no means diatonic; the apparent prominence of 
the pedal D does serve as a pitch centre, although there is no suggestion that 
this should be a 'tonic' in the conventional sense.
The central movement is a representation of a 'poignant reminder of the past' 
and uncertainty about the fiiture (there was a brief period of extreme anxiety in
^ August/September 1991 and again in October of that year about a possible
^ Soviet invasion of the new democracy) but the idea behind the central section
^ has some connection with an earlier work (Concerto for 4 Horns op. 93 second
^ movement) in terms of texture and layering of the more contrapuntal section.
^ The finale is more optimistic and incorporates more 'traditional' writing,
^ deliberately, as the work also marks the drawing to an end of an entire
^ compositional 'period' which had lasted from the mid 1970's : it was
^ immediately after this work was completed that I began to question my whole
^ compositional style and approach, a process which is reflected in 'Fragments'
^ op. 106 for solo violin, piano and strings.
3 
3 
3
)  .
3
3 At [51] (bar 227/228 page 27) I introduce one of only two overtly
3 developmental sections of the works in which I use both canon and
3 augmentation simultaneously (in B flat minor/D flat major) but, although there
3 is contrapuntal movement, it is wholly within an almost static harmonic context,
3 the intention being to create a sense of stillness. A second example begins at
3 bar 344 in A minor/C major - both occur over a dominant/mediant pedal - the
3 tonality in both sections, as in much of the work as a whole, is ambiguous. The
3 first example uses the ratio 1:2:4, whereas this section uses the ratio 1:2:114:3.
3
3 Bitonality does not feature deliberately in the work, although the solo soprano
3 part in the final few bars could be said to be based in E flat major/minor with
3 the C# being, possibly, an enharmonic D flat to pose the question as to whether
3 G flat major (or E flat melodic minor) is hinted at. The C#, however, serves
3 principally to define a less ambiguous tonal resolution to the work in A major,
3 perhaps 'resolving' the initial section based on the 'dominant' E pedal, but also
3 aurally as a pitch common to all the possible pitch centres mentioned.
3
3 There is little repetition of any part of the text - 1 wished the text to be mainly
3 subservient to the music itself, with any inherent drama or tension to derive
3 from the sound-world I created. Such word painting as there 4s (bar 76ff, for
3 example) is infrequent, which serves to make the impact of such events more
3 intense.
3
3 The work has not, at the time of writing, been performed - a performance is
3 anticipated in Germany, possibly during 1998 or 1999, but this is not as yet
3 confirmed.
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The first movement is in a loose temary/rondo form and is built on two 
principal ideas - a pedal with a regular pulse and a quaver motif (violin bars 2 +
^ 3) which grows from the pedal opening. The opening of Lutoslawski's
Concerto for Orchestra (1954) was influential in the opening, but there is no 
direct reference to any thematic material at all. In the Concerto for Strings the 
predominant tonality in the first movement is D. At [10] I decided to restate 
over a pedal F the opening of the movement, but not in its entirety, as I wished 
to introduce new material - in this instance a semiquaver motif (violins at [11]) 
which is used as an ostinato with some rhythmic displacement incorporated
^ (e.g. after [13]) to maintain the tension - this motif also serves to drive the
movement inexorably forward. From [15] there is a brief passage which could
opening material at [17] this 'interlude* remains purely transitoiy. A new, short 
section begins at [21], again using material based on the opening three bars but 
this section is also brief, as the opening is restated, albeit incompletely, at [27]. 
The opening material together with the semiquaver motif are then combined to 
conclude the opening section of the movement.
^ be likened to part of a chorale prelude but with a further restatement of the
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^ At [34] the opening material is reintroduced, this time as the opening of a short
^ central section in which the writing is more sparse - no other material is
^ apparent to any great extent. From [40] to the end of the movement much of
^ the material stated in the section from bar 2 to [10] reappears, although not in
^ the same order - there was no overt intention to use this in reverse order,
3 although the order of events does, to the listener, hint at this, particularly from 
^ [50] onwards. The movement ends with the opening D pedal on cellos and
^ basses.
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3 The second movement is in five contrasting sections - the outer two and central
3 sections are based on a four note motif first heard in bar 8 and is predominately
3 homophonie in concept - the middle section from bar 20 (figure [61] is linear
3 and, towards the end of the section, brief reference is made to the semiquaver
3 motif from the first movement. The fourth section from bars 44 to 60 inclusive
3 further develops the linear concept outlined in the second section, although
3 with more complex textural writing from bars 54 to 58. Further contrast is
3 ensured by the predominance of C major in sections 1, 3 and 5 (with a brief
3 excursion into E flat major from bars 35 to 40) and the absence of any reference
3 at all to either key in the other two sections.
3
3 The third movement is in three principal sections of unequal length (bars 1 to
3 143, bars 144 to 180 and bars 181 to the end of the movement.) Much use is
3 made of motor-rhythms which are similar rhythmically to those of the first
3 movement, but the underlying harmonic context is completely different in
3 concept. There is a fugal section from bars 34 to 66 but this serves really to
3 introduce and then immediately develop melodic material as opposed to motor-
3 rhythms which predominate the previous 33 bars. This is not a true fugue, as,
3 although the thematic material is introduced voice by voice there is no defined
3 countersubject and the final entry at bar 60 is incomplete. The principal aim of
3 this section was to vary the texture and forward motion of the movement.
3
3 The central section deliberately avoids, until bar 176, any rhythmic reference to
3 the previous section - here again, a comparison can be made to the Double
3 Concerto of Tippett - (final movement). At 176 1 decided to 'overlap' material
3 from the forthcoming final section which restates much of the material from
3 both the opening and, from 210 to 229, some material also from the central
3 sections. From 233 onwards 1 introduced some rhythmic displacement to 'blur'
3 the obvious duple metre pulse of the movement yet without deliberately altering
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it 'long-term', rather in the manner that Janâëek rhythmically obscures 
strong/weak beats in the Sinfonietta (1926).
The Concerto for Strings has so far been performed twice: in Guildford in the 
1993 Guildford Festival and in Tallinn, Estonia in October 1993.
Analytical discussion and thinking behind the work.
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First Horn Quartet op. 109
This 20 minute work was commissioned by the American Horn Quartet in 1994 
and premiered by them in the United States in May 1995. The work is in four 
movements and all four horn parts are considered as equal throughout. The 
fourth horn is mainly in low register as the AHQ is arranged in that way: Horn 
2 has the widest range of tessitura as it functions not only as a "tenor" (SATB 
equivalent) but also shares some of the more intricate passage work of Horns 1 
and 3 so as to enable the performers of those two parts to have an opportunity to 
breathe more comfortably and rest the lip. The use of Horn 2 in this context 
was a suggestion by the members of the Quartet for this reason; the use of 
Horns 1 and 3 in equal register is also partly due to the fact that the members of 
the Quartet (excepting 4th Horn) often interchange the parts they play during a 
recital performance and the part writing needed to take account of this. The 
overall concept and structure of the piece was not affected by this to any great 
extent, although it did impose, on occasion, slight restrictions on what was 
possible. The 2nd Horn's use of higher register for the reasons stated is 
particularly evident in bars 39-43 and 101-107 of the first movement.
The original intention was to compose a three movement work, the movements 
each being of equal length (7 minutes): the first and second movements are of 
that length. The last movement, however, would not have worked had it lasted 
that length of time without the inclusion of a contrasting middle section which I 
wished to avoid as the continuity and "natural progression" of the work as a 
whole would, I feel, have been broken and the result consequently 
unsatisfactory. I therefore decided to plane the last movement as a virtuoso 
finale in keeping with the characteristic programming of concerts by the AHQ 
themselves, lasting between 3 and 314 minutes.
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After completing the final movement the work still seemed incomplete - the 
length of the last movement was only half that of each of the preceding two 
movements. I therefore decided to insert a new Third movement to precede the 
Finale, to make that also of 3-3'A minutes duration and to provide a contrast 
both to the intensity and to the comparative rhythmic and thematic complexity 
of the remaining movements. The solution was a movement in the mould of a 
chorale prelude but with two traditional elements - melody in simple form and 
instances of decoration and elaboration - each phase of a chorale being 
interspersed with (often unrelated) more linear writing - reversed. Moreover 
the third Horn part was often based on a different tonal centre in each event, as 
the intention was to deliberately avoid any correlation whatsoever between it 
and Horns 1, 2 and 4. There is a short, more unified section to the middle 
during which 4th Horn replaces 3rd Horn in terms of rhythmic motion, but that 
section is not related to the chorale type sections which occur either side of it. 
Horn 3 uses a mute in the 'choral prelude' sections to highlight further the 
disparity between it and the other three parts: unity is only achieved in the final 
phrase which is also the only position of the movement whose dynamic is above 
'piano'. I used this idea of disparity and final unity again in a later piece for 
choir, solo soprano and organ ('Prayer for Sarejevo') in which the solo part 
serves to narrate events and the SATB as a 'Greek chorus' i.e. dispassionate 
observers;only at the end is there a notion of unity where the solo soprano also 
sings 'Dona Nobis Pacem' in Latin - hitherto the language of the solo soprano is 
Serbo-Croat.
The first movement is, itself, partly a development of another piece. Suite no 3 
for 8 Horns o p . 107 written a few months earlier. The main thematic motifs are 
based on three intervals - major 2nd, perfect 4th and perfect 5th. I wished to 
retain an overall sense of some link with tonality but avoiding too much 
reference to diatonicism - I also did not, in this piece, develop ftirther my
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excursions into octatonic writing first introduced in Fragments on 106 as I felt 
that, although there are some very worthwhile possibilities using such a system 
I wished, at present, to leave that aside. Some elements of this movement, 
however, do verge on this, although not deliberately: I just happened to like the 
sounds possible by relating pitch groups in this way but without strictly 
adhering to the somewhat restrictive constraints that adherence to octatonic 
writing would impose. The movement is designed to provide moments of 
virtuosity which the AHQ is renowned for, balanced with other characteristics 
of multiple horn writing such as stopped horn, fanfare, lyricism and the wide 
tessitura.
Each section of the first movement is clearly defined. There are eight sections 
in all. These are:
I - Bar 1-34
II - Bar 35-60(61)
III - Bar 62 - 72
IV - Bar 73 - 87m
V - BarS7iv-I0G
VI - Bar 101 -138
VII - Bar 139-155
VIII - Bar 156-175
With the exception of the end of section VII, each section closes with the same 
four pitches sounded homophonically - C, E, B, F. (This idea stems indirectly 
from Stravinsky's "Jeux de Cartes", although in that work the same figure 
appears at the "dealing" of each "hand".) The beginning of each section except 
VI and VII is based on the interval of a perfect 5th or its inversion, heard either 
vertically or horizontally. The movement was originally conceived as a set of
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continuous variations, but this was shelved due to the danger (as I saw it) of 
writing a movement which would be very obviously just that; so I decided to 
make a vague reference to the somewhat unusual structure of two 20th Century 
works: Sibelius' 7th symphony and Poulenc's Organ Concerto, but avoiding any 
direct reference to either. The result was a combination of all of the four 
reference points mentioned to a greater or lesser extent.
The second movement is designed to emphasise the lyrical and melodic 
characteristics of the horns. The part writing is much less complex than that of 
the first movement, yet I did not wish the movement to be 'lightweight' in any 
way. The writing is partly linear and partly vertical, and use of descending 
scales and part-writing in 3rds and 6ths predominates - all of these are absent 
fi’om the first, third and fourth movements except in a very subsidiary capacity. 
I also wished to emphasise the tremendous power of the instrument (bars 54 to 
64 and 144 to 148 in particular) within a lyrical context. This aspect of horn 
writing does not feature anywhere else in the work.
The fourth movement uses 6/8 rhythm but avoids deliberate reliance on 'hunting 
horn' motifs which pervades much music for horn ensembles, to the annoyance 
of many players. Pedal notes are a feature of this movement, as is the use of 
motor-rhythms, duplets (notated as dotted quavers and semiquavers), rhythmic 
tension (e.g. in bars 104 to 108) and dislocation. The movement is in a loose 
temary/rondo form, having elements of both but with neither predominating. 
The vriting is deliberately virtuosic in nature so as to provide 'fireworks' at the 
end of a substantial work (in length), but with the underlying tensions not 
being resolved until the end of the work. There is also a reference to the finale 
of my Suite no 1 for Eight Horns op.58 (1984/85) which has been widely 
performed, particularly in the USA, and which was my first work for horn 
ensemble. This rhythmic cell was, in my opinion, worthy of further expansion
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than was possible in this earlier piece, although the Suite is not seen as a 
deliberate or direct precursor to the Quartet.
The First Horn Quartet has been performed three times to date: each 
performance has taken place in the United States.
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